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The long century of western cinema has produced numerous depictions of invisible 
bodies ± those bodies that function as any other, save for the distinctive feature of 
their invisibility. The invisible body challenges conventions of cinematic production, 
presentation DQGUHFHSWLRQVXJJHVWLQJDQµH[WUD-YLVXDO¶FLQHPD%XWDVZHOODV WKLV
the invisible body also challenges conceptions of the limits and categorisation of the 
human sensorium. In tracing a sensory history of invisible bodies, this thesis is 
concerned with how such depictions connect with and contribute to constructions of 
the senses in the twentieth and early twenty-first centuries. This thesis thus makes an 
original contribution to knowledge by asking: What kind of history of the senses can 
be found in the onscreen invisible body? In doing so, this thesis engages a film theory 
of the senses that asks what the depiction of the invisible body ± itself a delicate 
cultural construction that has no direct equivalent in nature ± brings to a cultural 
understanding of the modern sensorium. 
Chapter One introduces the sensualities of the invisible body in Die 
Nibelungen: Siegfried (1924). Chapter Two connects the imagery of The Invisible 
Man cycle (1933±1951) with a tendency towards sensory reconfiguration. Chapter 
Three addresses a Cold War phase of invisible extraterrestrials in terms of 
technologised sensory extension. Chapter Four identifies the late twentieth-century 
onscreen invisible body as representative of a reconstituted social sensorium. Finally, 
Chapter Five analyses sequences from The Lord of the Rings trilogy (2001±2003), 
interpreting invisible embodiment in relation to the disorientations of both pain and 
intersensoriality. Through my approach, I connect the multisensory with the 
multidisciplinary, identifying the unsettling character of the onscreen invisible body 
as a consequence of its taxonomical unsettling of sensory and media boundaries. 
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Introduction 
 
Introduction: The Invisible Man Returns 
 
A wanted man, Geoffrey Radcliffe (Vincent Price), having mysteriously escaped from 
death row in the moments prior to his scheduled execution, hides out with his fiancée, 
Helen Manson (Nan Grey), in the bedroom of an isolated farmhouse. As well as the 
VXLWKHZHDUV*HRIIUH\¶VKDQGVDUHJORYHGKLVKHDGLVKHDYLO\EDQGDJHGDQGKLVH\HV
are covered with dark goggles: no flesh, no body, is visible (fig. 0.17KHFRXSOH¶V
intimacy is interrupted by the sound of a policeman downstairs, who intends to 
H[SORUHWKHKRXVH:KHQWKHRIILFHUHQWHUVWKHURRP*HRIIUH\¶VSHFXOLDUDSSHDUDQFH
and angry assertion of his right to privacy are enough to send the policeman away to 
telephone his superiors for advice. Knowing the officer will return, Geoffrey insists 
WKDW +HOHQ ORRN DZD\ DV KH XQGUHVVHV 6WDQGLQJ LQ IURQW RI WKH PLUURU *HRIIUH\¶V
removal of his bandages uncovers a head that is not visibly wounded. Rather, it is 
entirely invisible, its shapely contours delineated by the tumbling wrappings, the shot 
crosscut with one of Helen, sitting on the bed with her back turned (fig. 0.2). Like 
Orpheus, Helen, who has already mourned the death of Geoffrey at the hour of his 
appointed execution, cannot resist slowly turning her head to gaze upon her loved 
RQH$QDOWHUQDWLYHIUDPLQJUHYHDOV+HOHQ¶VVKRFNPHGLDWHGE\WKHPLUURUDWVHHLQJ
*HRIIUH\¶V LQYLVLELOLW\ XQIROG DV KH OLNH (XU\GLFH GLVDSSHDUV LQ IURQW RI KHU H\HV 
(fig. 0.3). Although she knows that Geoffrey is invisible beneath his costume, Helen 
is rendered speechless by this seemingly unnatural sight; her eyes roll back as she 
IDLQWV OROOLQJ LQVHQVLEO\ RQWR WKH EHG SURVWUDWH DV *HRIIUH\¶V SDQLFNHG VWULSWHDVH
continues towards its conclusion (fig. 0.4). By the time the policeman returns, 
Geoffrey is gone, his empty clothes piled on the floor and the open window revealing 
his exit (fig. 0.5). 
7KHQDWXUHRI*HRIIUH\¶VLQYLVLEOHERG\LVWHVWLILHGWRE\the forensic trace of a 
fingerprint, found by the police on the glass pane of the open window. This nominally 
LQYLVLEOHGHWDLO VHUYHVDVSURRIRI*HRIIUH\¶VFRQWLQXHGVWDWXVDVD WRXFKLQJ IHHOLQJ
individual who, in invisibility, has retained his full corporeal form, from the tips of his 
fingers to, it can be inferred, the soles of his feet. When compared, as it is, with his 
SROLFH UHFRUG WKH XQLTXH ILQJHUSULQW DOVR FRQILUPV *HRIIUH\¶V UHWHQWLRQ RI KLV
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individuality and identity, even as it stands to emphasise his status as criminal 
transgressor (fig. 0.6). The visual scrutiny of this LQYLVLEOHPDQ¶V ILQJHUSULQW by the 
ILOP¶V LQWUD-diegetic detective and extra-diegetic audience alike performs a 
reconfiguration of sensory data, where, in the absence of primary visual evidence, the 
smallest and most delicate of touches is amplified, translated into a visual scheme in 
order that the viewer might better imagine its feel. Throughout this film appear a 
range of similar such emphases upon ostensibly minor atmospheric sensory 
interactions of the invisible body, in which the extent of its engagement with objects, 
other bodies, and with the environment that supports it, is examined and ratified by a 
range of witnesses. The presence of the mirror in the aforementioned sequence also 
stimulates a curious moment in which the reproduction of visual representation is 
undermined, whilst doubling as an expression of fraught self-analysis, in which the 
LQYLVLEOHPDQ¶VRZQLPDJHLVQRWSURSHUO\UHWXUQHG 
7KLV GHVFULSWLRQ RI D VHTXHQFH IURP 8QLYHUVDO 3LFWXUHV¶ The Invisible Man 
Returns (Joe May, 1940) provides a number of ways of thinking about the 
peculiarities of the invisible body on film and its engagement with the senses. As 
such, it is a useful point of entry into the questions with which this thesis is 
concerned, principally: What kind of history of the senses can be found in the 
onscreen invisible body? In order to begin to answer this question, this introduction 
shall lay out the groundwork for the enquiry by defining some of these key terms. Part 
one of this introduction will define what is meant by thHWHUPµLQYLVLEOHERG\¶ZKLOH 
Part two will introduce the cinematic context upon which this project is centred. Part 
three will address the key film studies contexts amongst which this thesis is 
intervening, and part four similarly emphasises the importance of the field of sensory 
studies to this project. Finally, part five will explain the organisation of the thesis as a 
whole, beginning with a breakdown of the chapter structure and description of chapter 
contents. Throughout these sections, I will be explaining the research methodology 
and motivating research questions of the thesis. 
The long century of western cinema has produced numerous depictions of 
invisible bodies ± those bodies that function as any other, save for the distinctive 
feature of their invisibility. The invisible body challenges conventions of cinematic 
SURGXFWLRQ SUHVHQWDWLRQ DQG UHFHSWLRQ VXJJHVWLQJ DQ µH[WUD-YLVXDO¶ FLQHPD %XW DV
well as this, the invisible body also challenges conceptions of the limits and 
categorisation of the human sensorium. In tracing a sensory history of invisible 
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bodies, this thesis is concerned with how such depictions connect with and contribute 
to constructions of the senses in the twentieth and early twenty-first centuries. This 
thesis, thus, engages a film theory of the senses that asks what the depiction of the 
invisible body ± itself a delicate cultural construction that has no direct equivalent in 
nature ± brings to a cultural understanding of the modern sensorium. This thesis thus 
makes an original contribution to knowledge by asking: What kind of history of the 
senses can be found in the onscreen invisible body? 
 
 
One: Defining the Invisible Body 
 
It is appropriate to begin by asking: What is an invisible body and what constitutes it? 
In what ways does it upset our ideas of what a body is? Is it different, say, to that of a 
ghost? In The Invisible Man ReturnsWKHQDWXUHRI*HRIIUH\5DGFOLIIH¶VLQYLVLELOLW\LV
spoken of initially LQVSLULWXDOWHUPVDVKHGHVFULEHVKLPVHOIDVDµSKDQWRP¶+LVERG\
does have a precarious relationship with mortality, as he remains alive after the time 
in which he was to be legally put to death. And, yet, Geoffrey is not like Eurydice: his 
becoming invisible is not a disappearance that signifies a passing into the beyond to 
become a mere shade, but is rather one in which the body evidently remains, firmly 
ORFDWHGLQWLPHDQGVSDFH2EVHUYLQJWKHILJXUHRIWKHJKRVWWREHRQHµH[FOXGHGIURP
SHUFHSWLRQ¶ 0DULi GHO 3LODU %ODQFR DQG (VWKHU 3HHUHQ KDYH GHVFULEHG the 
metaphorical potential of the spectral: 
 
The ghost, even when turned into a conceptual metaphor, remains a figure of 
unruliness pointing to the tangibly ambiguous. While it has insight to offer, 
especially into those matters that are commonly considered not to matter and 
into the ambiguous itself, its own status as discourse or epistemology is never 
VWDEOHDVWKHJKRVWDOVRTXHVWLRQVWKHIRUPDWLRQRINQRZOHGJHLWVHOI>«@1 
 
,Q WKLV ZD\ WKH LQYLVLEOH ERG\¶V XQVWDEOH µVWDWXV DV GLVFRXUVH RU HSLVWHPRORJ\¶
corresponds with ghostly matters, even if its physical materiality does not, a factor 
HYLGHQFHGLQ+HOHQ¶VDVVHUWLRQWR*HRIIUH\WKDWµ\RX¶UHWKHEHVWSKDQWRP,KDSSHQWR
NQRZ,FDQWRXFK\RX¶ZLWKDQRWKHUZLWQHVVDWWHVWLQJWKDWµWKLVVSRRN¶VDOLYH¶7his 
                                                 
1
 Mariá deO3LODU%ODQFRDQG(VWKHU3HHUHQµ,QWURGXFWLRQ&RQFHSWXDO6SHFWUDOLWLHV¶The Spectralities 
Reader: Ghosts and Haunting in Contemporary Cultural Theory (London and New York: Bloomsbury, 
2013), pp.1±27 (p.9). 
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sense of physical tangibility is an important distinguishing point: the ghost, bound up 
with corporeal absence, is defined by its lack of a body, while the invisible body is 
here defined by its persistent corporeal presence. The principle absence of the 
invisible body, then, is its visuality. 
As is suggested by the title of The Invisible Man Returns, the film is not the 
ILUVWLWHUDWLRQRIWKLVSDUWLFXODUFDWHJRU\RILQYLVLEOHERG\7KHILOP¶VRSHQLQJFUHGLWV
DIILUP LW DV µ$ 6HTXHO WR ³7KH ,QYLVLEOH 0DQ´ E\ +* :HOOV¶ UHIHUULQJ ERWK WR
:HOOV¶VQRYHODQGWKHILOPDGDSWDWLRQRIWKDWWH[WThe Invisible Man and 
The Invisible Man Returns are part of a series of seven films produced by Universal 
between 1933 and 1951, each of which centres upon a distinctly different 
characterisation of an invisible figure.2 :KDW µUHWXUQV¶ WKURXJKRXW WKHVH ILOPV, 
however, is the concept of embodied invisibility, and these returns contribute to the 
formation of a category: that of the invisible body. 
 7KLVµUHWXUQ¶though, is borne of a far longer period of gestation than might be 
thought. The antecedents of this precise expression of invisibility ± in which the body, 
though disappeared, retains its material integrities ± are many and varied. The 
invisible body is a fixture of western culture, and its cinematic incarnation, as 
exemplified in The Invisible Man Returns, is preceded by a rich history of 
manifestations in art, literature, philosophy and theology. Perhaps the most well 
NQRZQLV3ODWR¶VSDUDEOHRIWKHULQJof Gyges in The Republic, which describes a body 
made invisible through the wearing of a magic ring.3 Ancient and medieval stories of 
figures whose bodies are made similarly invisible include the myth of Perseus and his 
Cap of Hades, and Siegfried and his Tarnkappe in the thirteenth-century poem Das 
Nibelungenlied.4 Numerous characters enter into invisibility in Ludovico $ULRVWR¶V 
poem Orlando Furioso (1532), while, in the early nineteenth century, the Brothers 
                                                 
2
 These are: The Invisible Man (James Whale, 1933), The Invisible Man Returns (Joe May, 1940), The 
Invisible Woman (A. Edward Sutherland, 1940), Invisible Agent (Edwin L. Marin, 1942), The Invisible 
0DQ¶V5HYHQJH (Ford Beebe, 1944), Abbott and Costello Meet Frankenstein (Charles T. Barton, 1948) 
and Abbott and Costello Meet the Invisible Man (Charles Lamont, 1951). 
3
 See Plato, The Republic, trans. by Desmond Lee, 2nd rev. edn (London and Harmondsworth: 
Penguin, 1987), 2.359a±2.360d. 
4
 A useful overview of the different version of the Perseus story can be found in Daniel Ogden, Perseus 
(London and New York: Routledge, 2008). These written descriptions are extended in occasional 
visual depictions of invisible bodies, perhaps most strikingly in Edward Burne--RQHV¶V XQILQLVKHG
series of works depicting PerVHXVLQZKLFKWKH&DSRI+DGHVVRPHWLPHVUHQGHUVDPLVWRYHU3HUVHXV¶V
head (1875±1890s, oil paintings in Staatsgalerie, Stuttgart and Art Gallery of South Australia, 
Adelaide, and gouache studies in Southampton Art Gallery). 
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Grimm retell a number of stories describing such bodies.5 The Victorian period sees 
PDQ\PRUHVWRULHVRIVXFKHPERGLHGLQYLVLELOLW\RIZKLFK:HOOV¶VQRYHOLV MXVWRQH
example.6 :KDWLVFHUWDLQO\FU\VWDOOLVHGLQ:HOOV¶VERRN, however, is an assertion of 
the material and embodied constitution of the invisible body and the trace evidence 
that its environmental encounters leave.  
Yet, despite such emphases on matters of embodiment, such invisible figures 
also upset ideas of what a body is and how it functions, challenging notions of the 
body as a fixed and knowable entity, understood through clear empirical knowledge. 
Where the characterisation of GeRIIUH\¶VERG\ERWKFRQQHFWV and disconnects with the 
figure of the phantom, so too does it bear unstable correspondences with the figure of 
the mummy, specifically in its covering in tightly wound bandages. Eric G. Wilson 
writes of the mummy as µD PRQVWURXV EOXUULQJ RI FDWHJRULHV¶7 Likewise, the very 
categorisation of the invisible body operates as a blurring of categories, a challenge to 
visuality, to legibility, and to the taxonomical. Consequently, the methodology of this 
thesis takes its cue from the invisible body in blurring categories between film and 
sensory studies, invoking a multidisciplinary framework that is in keeping with the 
multisensory condition of the invisible body (which I will describe in more detail 
below). 
The category of the invisible body, in its recurrence over the centuries, then, 
satisfies the condition of a µWURSH¶ DV being a µVLJQLILFDQW RU UHFXUUHQW WKHPH¶ RU
µPRWLI¶,8 which is particularly intriguing in its being wholly fictional. A consequence 
of this fictive nature is that its representation necessarily functions as metaphor, so 
VXJJHVWLQJ DQ DOWHUQDWLYH UKHWRULFDO VHQVH RI µWURSH¶ DV µD ILJXUH RI VSHHFK DQ
instance of) figurDWLYHRUPHWDSKRULFDOODQJXDJH¶.9 This thesis shows that the notion of 
invisibility itself requires a range of carefully deployed metaphors with which to 
describe it. Ostensibly excluded from the realm of visual culture, invisibility 
nevertheless infringes upon and questions regimes of cultural values, ratifying its 
common use as a metaphor with which to describe frameworks of ignorance or 




 There are too many to mention here, but they include: Fitz--DPHV 2¶%ULHQ¶V µ:KDW :DV ,W" $
0\VWHU\¶  *X\ GH 0DXSDVVDQW¶V µ7KH +RUOD¶  DQG $PEURVH %LHUFH¶V µ7KH 'DPQHG
7KLQJ¶ 
7
 Eric G. Wilson, The Melancholy Android: On the Psychology of Sacred Machines (Albany, New 
York: State University of New York Press, 2006), p.34. 
8
 Oxford English Dictionary. 
9
 Oxford English Dictionary. 
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prohibition.10 The monstrous and uncertain metaphor of the invisible body insists 
upon an approach that addresses a range of associated figurations and forms, both 
fantastic and quotidian, interweaving a complex network of values into the ambiguous 
regime of the invisible. By addressing the ways in which the invisible body can be 
looked at and interrogated, this thesis identifies a range of associations through which 
this fugitive figure is generated, each with their specific range of values. 
Networks of sensory values are especially complicated by the presence of the 
invisible body, any spectatorial encounter with which necessarily motivating a 
qualification of vision and the visual. But what impact does such a qualification 
consequently have upon a wider economy of sensation? To what extent does the 
LQYLVLEOHERG\¶Vlack of visuality stimulate an intensification or complication of extra-
visual sensory experienceZLWKµH[WUD-YLVXDO¶GHILQHGDVµQRWHPSOR\LQJRUFRQQHFWHG
ZLWKWKHIDFXOW\RIVLJKW¶RUµRXWVLGHWKHQRUPDOUDQJHRIVLJKW¶"11 Does the presence 
of the invisible body suggest a particularly multisensory approach to the reception and 
interpretation of visual culture? Does it also promote a more sensitive mode of 
looking? For this thesis, the cultural invention of the object of the invisible body 
necessitates a corresponding critical approach. Steven Connor discusses the impact of 
such inventions, arguing that 
 
we should try to invent objects in order to prise ourselves loose from the 
fascination of concepts, which actually rigidify our thought, objectify our 
thought, >«@by affirming the channel, the format, that with which we think 
and write, over the message, that about which we think and write. We must 
invent objects, because objects are those things for which modes of attention 
themselves require to be invented. An object is something for which you have 
to invent a way of paying attention.12 
 
So it is in the case of the object of the invisible body, which requires new modes of 
attention ± new complexities of extra-visual engagement ± with which to present and 
comprehend it. It is the cinematic invention, and reinvention, of the invisible body 
with which this thesis is concerned. As I will show, the onscreen invisible body, 
which recurs in multiple permutations throughout the long century of cinema, requires 
both that new modes of cinematic production be invented in order to support its 
                                                 
10
 Invisibility has been used in this metaphorical context to describe regimes of social exclusion in such 
ZRUNVDV5DOSK(OOLVRQ¶VQRYHOThe Invisible Man. 
11
 Oxford English Dictionary. 
12
 6WHYHQ &RQQRU µ7HOO LW 6ODQW¶ Dandelion, 2.2 (2011) <http://dandelionjournal.org/index.php/ 
dandelion/article/viewFile/74/92> [accessed 15 August 2014] (para. 11 of 15). 
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presence, but also that new modes of multisensory attention derive from its 
manifestation on screen. 
However, the identification of a century-spanning genre of invisible body 
cinema itself poses a number of questions. In his 2012 book Science Fiction, which 
µHPEUDFHV PRUH WKDQ D FHQWXU\¶V ZRUWK RI VI SURGXFWLRQ ZRUOGZLGH¶ 0DUN %RXOG
DGGUHVVHVVRPHRIWKHSUREOHPVRIGHILQLQJFLQHPDWLFµJHQUH¶ 
 
Genres are heterogenous, but grouping diverse films under a single rubric 
tends to homogenise them, to emphasise similarities to such an extent that 
differences are not only marginalised but often made invisible. Genres are 
discursive phenomena, constantly defined and redefined by a host of different 
voices, with different degrees of influence, for many different reasons, but 
genres are frequently regarded as clearly defined objects, as boxes into which 
individual texts can be smoothly slotted. Genres are produced by the 
complexly determined, socially situated positions from which they are viewed, 
but are often treated as if they are pre-existing phenomena with fixed, essential 
IRUPV >«@7KHGDQJHU LQVXFKDQHQF\FORSDHGLFDSSURDFK LV ORVLQJVLJKWRI
specificities and reducing films to examples of a homogenous genre. To avoid 
this, in addition to trying to remain sensitive to cultural contexts, this book 
HVFKHZVGHILQLWLRQVDQGJHQHUDOLVDWLRQV>«@)XUWKHUPRUHWKHFOXVWHUVRIWLWOHV
interspersed throughout the chapters are concerned with variety, not repetition 
± they are invitations to dive deeper iQWR WKH JHQUH¶V KHWHURJHQRXV
possibilities.13 
 
As with Bould, who seeks not to define the genre of science fiction DV µD VOHHN
0RQROLWK SULVWLQH WUDQVFHQGHQW DQG XQDVVDLODEOH¶ EXW UDWKHU DV µD VKDSH-shifting 
Thing, constantly becoming and without fixed fRUP¶14 my own definition of invisible 
body cinema is first affirmed in order to be problematised and its particularities 
unpacked. Having begun with an act of definition, and of categorisation, it is the work 
of this thesis to interrogate the specificities of particular incarnations of the onscreen 
invisible body, and through these interrogations to come towards a complex and 
multifarious history of cinema and of the senses. 
 
 
                                                 
13
 Mark Bould, Science Fiction (London and New York: Routledge, 2012), pp.1±2. 
14
 Bould, Science Fiction, p.2. 
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Two: A Cinema of Invisible Bodies 
 
The invisible body, then, finds its definitive mode of expression when materialised 
through the medium of cinema. A year before The Invisible Man was filmed, the 
suitability of the invisible body for cinematic representation was noted by the writer 
and artist Anton Giulio Bragaglia, whose 1932 articlHµ³2UODQGR)XULRVR´&LQHPDWLF
3RHP¶ describes the use of invisibility in this poem as corresponding with the 
cinematic: 
 
Mysterious appearances and disappearances are essential in a fantastic film 
and [the poem] Orlando is not lacking in them. In glancing through the poem, 
the modern cineist may well rejoice in the sublime madness of its wealth of 
P\VWHULRXV DSSHDUDQFHV DQG GLVDSSHDUDQFHV >«@ ,Q WKH DIIDLU RI WKH PDJLF
ULQJ*\JHV¶ULQJRIWKHROGOHJHQGVWKHUHLVHQRXJKWRPDGGHQDFDPHUDPDQ
and his director. 
The difficulty is of photographing that which is invisible and 
intangible. In visual terms appearing and disappearing are equal to existing 
and not existing. The visibility of things suggests to the imagination their 
magic invisibility, like unmateULDOLVHG VSLULWV >«@ $PRQJVW WKH PRVW
remarkable prodigies brought about by the Magic Ring, one may note the 
scene in which Roger, hunting for Angelica who has rendered herself invisible 




of the 1909 short Le Voleur invisible [The Invisible Thief] (Segundo de Chomon). In 
tKDW ILOP D \RXQJ PDQ EX\V DQ HGLWLRQ RI :HOOV¶V ERRN µ/¶+RPPH ,QYLVLEOH¶ E\
µ*+ :HOOV¶ UHWXUQLQJ KRPH WR ILQG ZLWKLQ LW D µIRUPXOH SRXU O¶LQYLVLELOLWp GHV
FRUSV¶ (fig. 0.7). Following these instructions, a potion is produced. Although the 
SRWLRQ¶V taste causes the man some nausea, its effect is immediate: his entire body, 
though not his clothing, disappears (fig. 0.8). After gradually undressing, he is shown 
to exit his lodgings as the door opens and closes (fig. 0.9). The invisible man uses a 
crowbar to enter a well-appointed home, and proceeds to disrupt both furniture and 
paperwork, departing with money and silverware (fig. 0.10). Back at home, the man 
covers his invisibility with wig, mask, gloves and suit, and proceeds into the street, 
where ± neglecting to make use of his facility for invisibility ± he picks the pockets of 
a window-shopping couple (fig. 0.11). Two policemen give chase and enter his 
                                                 
15
 $QWRQ*LXOLR%UDJDJOLDµ³2UODQGR)XULRVR´&LQHPDWLF3RHP¶International Review of Educational 
Cinematography, 4.1 (January 1932), 11±29 (pp.23±24).  
Introduction  9 
apartment, wherein he evades their capture by now removing his clothing, leaving the 
policemen grappling with nothing but empty jacket and trousers (fig. 0.12). The 
invisible man then wastes no time in beating the policemen into submission with a 
stick and a chair (fig. 0.13). 
 ,QOLQHZLWK%UDJDJOLD¶VDVVHUWLRQVLe Voleur invisible demonstrates a diverse 
range of distinctly cinematic technical approaches in order to show the invisible 
ERG\¶V RFFXSDWLRQ RI VSDFH )LUVW a high-contrast double-exposure process is 
employed, in which the undressing body is made to appear invisible through its 
coverage in dark textiles and positioning before a similarly dark background. 
/LNHZLVHWRGHSLFWWKHLQYLVLEOHERG\¶VPDQLSXODWLRQRILWVHQYLURQPHQW stop-motion 
photography shows objects moving as if by unseen agency. Despite the thirty-one 
years between them, the similarities here WRWKHVHTXHQFHDOUHDG\GLVFXVVHGLQ¶V
The Invisible Man Returns are plain, though there is a crucial divergence between the 
WZR ILOPV¶ GHILQLWLRQ RI WKH PDWHULDO SDUDPHWHUV RI WKH LQYLVLEOH ERG\ :KLOH JUHDW
pains are taken to persuade the audience RI *HRIIUH\ 5DGFOLIIH¶V SHUVLVWHQW and 
absolute sense of embodiment, the body of the protagonist of Le Voleur invisible 
betrays a particularly uncertain nature. Although it largely seems as solid as a visible 
body, at the climax a cinematic cut removes the body not only from its clothing but 
also from its conventional occupation of space and time: its disappearance motivating 
an immaterial dissipation, similar to %UDJDJOLD¶VGHVFULSWLRQRIKRZLQ µYLVXDO WHUPV
appearing and disappearing are eTXDOWRH[LVWLQJDQGQRWH[LVWLQJ¶. In this regard, the 
invisible body of Le Voleur invisible deviates from the fully materialised invisible 
body so carefully described by Wells and emphasised in The Invisible Man Returns, 
seemingly unable to withstand the LQYLVLEOHERG\¶VRZQSUHGLOHFWLRQIRUGHYLDWLRQIRU
evasion of classification, and for disobeying the rules. 
There is plentiful evidence of the extent of an early cinema of the invisible 
body, with a number of short works providing formative filmic depictions of the 
theme, and which tend to accentuate the invisible ERG\¶V characterisation as 
transgressive, as a marginalised and criminal figure of excessive appetites.16 As with 
Le Voleur invisible, these films construct their illusions of invisibility on the 
foundations of visual effects drawn from the nineteenth-century stage, using hidden 
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 As well as Le Voleur invisible, these include: 6LYDO¶LQYLVLEOH [The Invisible Sylvia] (Georges Méliès, 
1904); The Invisible Fluid (Wallace McCutcheon, 1908); Le Foulard merveilleux [The Magic 
Handkerchief] (Albert Capellani, Georges Monca, 1908); The Invisible Dog (Walter R. Booth, 1909); 
The Invisible Thief (Gaumont, 1910); and The Invisible Cyclist (Pathé, 1912). 
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wires, special props, mirrors and darkened sets.17 As has been described, they also 
start to take advantage of properties peculiar to the cinematographic medium ± 
employing double exposure and stop-motion photography ± and so begin to insist 
upon the indispensability of that mode in expressing the constitution and capabilities 
of the invisible body. These films demonstrate a climate, as described by Akira 
Mizuta Lippit, in ZKLFK µHDUO\ SUDFWLWLRQHUV LPDJLQHG WKH SRVVLELOLW\ RI UHYHDOLQJ D
YLVLELOLW\XQLTXHWRILOP¶DQGVRWUDQVIRUPLQJµWKHFRQGLWLRQVRIYLVXDOLW\¶18 But, as I 
have suggested, the embodied invisible figure was characterised somewhat differently 
in early cinema. Keith M. Johnston writes that the µearly trick film revelled in its 
ability to make people vanish, with either magic or science the source of invisibility 
SRZGHUVRUSRWLRQV¶19 and, indeed, a multiplicity of disappearances in early cinema 
incites the conflation of many distinctive modes of disappearance under the same 
XPEUHOOD WKH LOOXVLRQ RI WKH LQYLVLEOH ERG\ DSSHDULQJ DV RQH µWULFN¶ SKHQRPHQRQ
amongst many. There are numerous useful writings concerned with vanishment in 
early cinema,20 though these do not interrogate the category of embodied invisibility 
with which I am concerned, often positioning it as just DQRWKHURQHRIFLQHPD¶VPDQ\
vanishing tricks and illusions, and so extending early cinema¶V tendency to conflate 
disappearance with dematerialisation. Consequently, the materialised invisible body ± 
and WKLVWKHVLV¶LQWHUHVWin materialising the unseen ± emerges from amidst a range of 
early cinematic disappearances and is more fully evolved as a phenomenon in the 
cinema of the 1920s and 1930s, with which this thesis proper begins.21 
Instituting a genre of invisible body cinema, however, has provoked additional 
questions for this thesis. Should I interrogate every instance of such an onscreen 
invisible body? Early impulses towards the production of a complete genre survey 
abated with the realisation of the unmanageable scope of such a project, not to 
                                                 
17
 6HH IRU H[DPSOH 7RP *XQQLQJ µ³:H DUH +HUH DQG 1RW +HUH´ /DWH 1LQHWHHQWK-Century Stage 
0DJLF DQG WKH5RRWVRI&LQHPD LQ WKH $SSHDUDQFH DQG'LVDSSHDUDQFHRI WKH9LUWXDO ,PDJH¶ LQ A 
Companion to Early Cinema, ed. by André Gaudreault, Nicolas Dulac and Santiago Hidalgo (Malden, 
MA: Wiley-Blackwell, 2012), pp.52±63. 
18
 Akira Mizuta Lippit, Atomic Light (Shadow Optics) (Minneapolis and London: University of 
Minnesota Press, 2005), pp.63, 30. 
19
 Keith M. Johnston, Science Fiction Film: A Critical Introduction (Oxford and New York: Berg, 
2011), p.58. 
20
 These include Karen Beckman, Vanishing Women: Magic, Film, and Feminism (Durham, NC and 
London: Duke University Press, 2003). 
21
 It became apparent that there would not be enough room to fully engage with questions about an 
early cinema of invisible bodies. Such a topic would require a different approach, in part owing to the 
large number of films depicting invisible bodies that have been lost as well as the invisible body in 
these films, as outlined, being sometimes characterised as immaterial. 
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mention the problematic ramifications of a monolithic approach. Likewise, with films 
eligible for entry into such a canon emerging from a diversity of national cinemas, to 
what extent was this to become an intercultural project? Although each term in the 
phrase remains somewhat unstable, a decision was made to centre upon a popular 
western cinema of the invisible bodyZLWK WKH WHUPµZHVWHUQ¶ UHIHUULQJ WREuropean 
and North American contexts of cinema, philosophy, history and culture. And while 
this thesis interrogates a particular range of western concerns and antecedents through 
the cinema of the invisible body, this is not to say that such concerns belong only to a 
µZHVWHUQ¶ SDUDGLJP22 The specific examples I address (detailed in part five of this 
introduction) are drawn from popular cinema and television, thus presenting an 
opportunity to explore popular cultural understandings of the senses through the 
articulation of the onscreen invisible body: a platform through which philosophies of 
the sensed and sensing body can be put to the test. 
 
 
Three: A Cinema of Embodiment 
 
In addressing relations between cinema and notions of embodiment, a rich field of 
study has emerged over recent decades, much of which has drawn from philosophical 
work associated with phenomenology. A detailed phenomenology of cinema was 
expounded by Vivian Sobchack in her 1992 book The Address of the Eye: A 
Phenomenology of Film Experience, in which she emphasises an intention for her 
study to JURXQG LWVHOI µin an interrogation and description of the experiential 
SKHQRPHQRQRIVHQVLQJHQZRUOGHGERGLHVWKDWFDQVHHDQGEHVHHQ¶HPSKDVLVLQJµWKH
VLJQLI\LQJDFWLYLW\RIHPERGLHGYLVLRQ¶LQcinematic frameworks.23 As Sobchack has 
since delineated, a µSKHQRPHQRORJLFDOO\ LQIOHFWHG¶ film theory of sensation emerged 
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 Rich intercultural connections and disconnections would have surely emerged from the inclusion of, 
for example, Tomei Ningen 0RWR\RVKL2GDD-DSDQHVHILOPWKDWLVLQVSLUHGE\:HOOV¶VQRYHO
(and that has been discussed by Bould and Lippit), and that itself inspired a Japanese cycle. Lippit 
iQWHUSUHWV WKHVH -DSDQHVH µLQYLVLEOH PDQ¶ ILOPV LQ WHUPV RI D FRQMXQFWLRQ RI µLQWHULRULWLHV¶ WKDW KH
observes to emerge from the fields of psychoanalysis, X-ray and atomic theory (see Lippit, Atomic 
Light (Shadow Optics), pp.82±96). 
23
 Vivian Sobchack, The Address of the Eye: A Phenomenology of Film Experience (Princeton, NJ: 
3ULQFHWRQ8QLYHUVLW\3UHVVS[YLL6HHDOVR9LYLDQ6REFKDFNµ7RZDUGVD3KHQRPHQRORJ\RI
&LQHPDWLFDQG(OHFWURQLF³3UHVHQFH´7KH6FHQHRI WKH6FUHHQ¶ Post Script: Essays in Film and the 
Humanities, 10.1 (Autumn 1990), 50±59. Sobchack has extended these ideas in such works as Carnal 
Thoughts: Embodiment and Moving Image Culture (Berkeley, Los Angeles and London: University of 
California Press, 2004).  
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from the 1920s±1940s writings of such figures as Sergei Eisenstein, Walter Benjamin 
and Siegfried Kracauer. And, although the influence of these works failed to take 
significant hold in the discipline of film theory, the film theory of the senses began to 
be more fully manifested in the 1990s with the work of writers such as Sobchack, 
Linda Williams, Jonathan Crary and Steven Shaviro.24 As I developed this project, I 
became increasingly PLQGIXORI6REFKDFN¶VFRQFHUQIRUµWKHJDSWKDWH[LVWVEHWZHHQ
our actual experience of the cinema and the theory that we academic film scholars 
construct to explain it ± or perhaps more aptly, to explain LW DZD\¶25 In wondering 
about the nature and necessity of a multisensory response to film experience, 
6REFKDFNDVNVDSHUWLQHQWTXHVWLRQµ:KDWKDYHZHDVFRQWHPSRUDU\PHGLDWKHRULVWV
to do with such tactile, kinetic, redolent, resonant, and sometimes even taste-full 
GHVFULSWLRQVRIWKHILOPH[SHULHQFH"¶26 Responses to such a question, which seeks to 
challenge and extend a sensuous approach to film theory, have emerged, in particular, 
through the work of Laura U. Marks and Jennifer M. Barker, for whom the sensuous 
and visceral textures of screen media open up possibilities for conceiving of the body 
of the film and the experience of multisensory visuality: approaches that connect 
directly an understanding of cinema with a sensuous understanding of the body.27 
,IDV6REFKDFNDVVHUWVDILOPµLVDQDFWRIVHHLQJWKDWPDNHVLWVHOIVHHQ, an act 
of hearing that makes itself heard, an act of physical and reflective movement that 
PDNHVLWVHOIUHIOH[LYHO\IHOWDQGXQGHUVWRRG¶28 then in what ways might the cinematic 
manifestation of the invisible body complicate notions of an embodied and 
multisensory cinema? Might the presence of such a body on screen bring to the 
surface an alternative understanding of the values of the cinematic mode, so extending 
and complicating some of the sensuous frameworks described above? Might also 
phenomenological considerations of audience sensory encounters, which are the 
principle focus of much of the film theory to which I refer, be extended or 
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 A useful overview of this context is in Sobchack, Carnal Thoughts, pp.54±61. For works by the other 
three authors see, for example: Linda Williams, Hard Core: Power, Pleasure, and the Frenzy of the 
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 Sobchack, Carnal Thoughts, p.53. 
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 Sobchack, Carnal Thoughts, p.54. 
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 See, for example: Laura U. Marks, The Skin of the Film: Intercultural Cinema, Embodiment, and the 
Senses (Durham and London: Duke University Press, 2000); Laura U. Marks, Touch: Sensuous Theory 
and Multisensory Media (Minneapolis: University of Minnesota Press, 2002); Jennifer M. Barker, The 
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complicated through the sensuous character construction of the invisible individual? 
This thesis addresses the role cinema plays as a mediating structure through which the 
invention of the invisible body is expressed and defined, made manifest and 
interrogated. In defining the invisible body, I have proposed a definition of the 
invisible that is a condition of the body, and it is the cinematic body through which 
the idea of the invisible body is itself embodied, and so becomes not merely 
conceptual but sensible, to be reconsidered in relation to thH ERG\ RI WKH ILOP¶V
receiver. As I have suggested in the film examples I have so far described, the 
sensational accommodation of the invisible body within the bounds of the cinematic 
body necessitates the creative manipulation of screen media, but to what extent does it 
also promote a creative rethinking of the nature and culture of screen media and its 
contexts? Interrogating onscreen invisible bodies suggests that the nature and culture 
of the cinematic body also be interrogated, asking: To what extent is the cinematic 
body itself invisible? I contend that one effect of the cinematic confrontation with the 
onscreen invisible body is an increased awareness of the multisensory dimensions of 
the cinematic mode. 
 In discussing the depiction of invisible bodies on screen, and thus the extra-
visual representation of the invisible, I explore a particular conception of invisibility 
in which the experience of embodiment, understandings of the materiality of the body, 
and notions of the materiality of the cinematic mode, play a central role. Rooted in the 
visualities and audiovisualities of cinematic media, this thesis wonders about relations 
between the visible and the invisible, and the body and its senses. How is the cinema 
of embodiment intensified or extended by the onscreen invisible body? I will now 
move on to describe the importance to this project of a number of significant 
questions raised by the emergent field of sensory studies. 
 
 
Four: The Multisensory Cinema of the Invisible Body 
 
Writing in 1998, the cultural historian Constance Classen applies a metaphorical 
framework of invisibility in order to elaborate on the necessity of contemporary 
multisensory research: 
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The very visualism of modernity has, so to speak, thrown a cloak of 
invisibility over the sensory imagery of previous eras. So thick is this cloak 
that one can scarcely see through it, or even recognize that there might be 
something worth exploring underneath. When this cloak is lifted, however, the 
cosmos suddenly blazes forth in multisensory splendour: the heavens ring out 
with music, the planets radiate scents and savors, the earth springs to life in 
colors, temperatures and sounds.29  
 
In this way, Classen articulates the preoccupation with exploring the extra-visual 
senses in the growing discipline of sensory studies. She continues: 
 
:LWKWKHµFORDNRILPSHUFHSWLELOLW\¶UHPRYHGIURPRXUVHQVRU\SDVWDQGIURP
the multisensory reality of our present) we can discern the operation and 
transformation of sensory paradigms across cultural fields and historical 
periods, and come to appreciate the diversity of Western sensory life.30 
 
While Classen describes the symbolic power of this cloak of invisibility in terms of an 
obscuring and obfuscating force, I am interrogating the ways in which the cultural 
construct of the cinematic invisible body in fact opens up multisensory discourse, the 
senses likewise being culturally constructed. 
In a 1997 essay, Classen explains how the senses are products of culture as 
well as physical acts, arguing that 
 
sight, hearing, touch, taste and smell are not only means of apprehending 
physical phenomena, but also avenues for the transmission of cultural values. 
>«@ The senses themselves may each be linked with different trains of 
associations, and certain senses ranked higher in value than others. Particular 
VHQVDWLRQV >«@ PD\ KDYH V\PEROLF YDOXH LQ GLIIHUHQW FRQWH[WV 6HQVRU\
PHWDSKRUV >«@ PD\ EH XVHG WR FRQYH\ PHDQLQJ WKURXJK HYRFDWLYH VHQVRU\
referents. Not all cultures will make use of all sensory domains to the same 
extenW >«@ ,W LV WKH WDVN RI WKH VFKRODU WR XQFRYHU WKH GLVWLQFWLRQV DQG
interrelationships of sensory meaning and practice particular to a culture. In 
order to do so the scholar must not only look at the practical uses to which the 
VHQVHV DUH SXW >«@ EXW DW Whe ways in which different sensory domains are 
invested with social value.31 
 
The anthropologist David Howes writes similarly that WKLVµrevolution in the study of 
perception highlights the fact that the senses are constructed and lived differently in 
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 Classen, The Color of Angels, p.2. 
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different societies and periods. The perceptual is cultural and political, and not simply 
(as psychologists and neuroscientists would have it) a matter of cognitive processes or 
QHXURORJLFDO PHFKDQLVPV ORFDWHG LQ WKH LQGLYLGXDO VXEMHFW¶32 In this way, as I will 
demonstrate in this thesis, the cinematic depiction of the invisible body collides with 
reconfigured sensory understandings in both its exploration of the extra-visual senses 
as well as its status as a shifting cultural construct. 
To what extent, then, can the cinematic invisible body be considered as both 
metaphor for and embodiment of the sensorium? The evolution of this challenging 
term is described by Howes in a 2009 text: 
 
Used interchangeably with the words brain and mind in the early modern 
period, sensorium straddles the divide between mind and body, cognition and 
VHQVDWLRQ >«@ ,Q DGGLWLRQ WR GHQRWLQJ WKH µSHUFLSLHQW FHQWUH¶ RU µVHDW RI
VHQVDWLRQLQWKHEUDLQRIPDQDQGRWKHUDQLPDOV¶WKHFRQFHSWRIWKHVHQVRULXP
extended to include the circumferHQFH RI SHUFHSWLRQ >«@ 7KH QRWLRQ RI WKH
sensorium is thus a very capacious or holistic one. Thanks to its holism it can 
VWDQG IRU µWKH ILYH VHQVHV¶ ZKLFK LV RQH ZD\ RI FRQVWUXFWLQJ WKH WRWDOLW\ RI
percipience, but nothing prevents it from being extended to other 
FRQVWUXFWLRQV RWKHU PRGHOV VXFK DV µWKH WZR VHQVHV¶ RU µWKH VHYHQ VHQVHV¶
and so forth.33 
 
The sensorium thus emerges as a framework through which myriad sensory 
entanglements operate, an indistinct construction that might appear to be centralised ± 
in the mind or in the body ± were it not for the decentralising work of the senses 
themselves through which an individual becomes part of wider social, cultural and 
environmental contexts. This thesis will show that, iQ LWV µPRQVWURXV EOXUULQJ RI
catHJRULHV¶34 the invisible body challenges distinct sensory categorisations, evoking a 
complex and hybrid sensorium that often shocks and unsettles conventional sensory 
configurations. 
To what extent, then, do these entries into a particularly embodied and 
multisensory mode of invisibility coincide with, and so reveal, a wider unsettling of 
the sensorium? In charting a cinema of invisible bodies, it is the intersection of four 
strands ± invisibility, cinema, the body and the sensorium ± that propels the narrative 
of this thesis. The depictions that I am concerned with involve images and sounds that 
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assert the material integrity of the body, as well as the inseparability of the self from 
the body and from the environment in which it is embedded. But concomitant with 
this is also the inexpressibility of selfhood: the difficulties of sharing psychic and 
sensual experience. With its prohibition of the image of the sensory agent, does the 
onscreen invisible body instead communicate something of the sensorium itself, 
representing the sensorium through its expression of a multisensory cinema?  How are 
questions of vision and invisibility embedded within wider sensory contexts? To what 
extent does the cinematic expression of the invisible body provide ways of rethinking 
relationships between vision and the extra-visual senses, and between vision and the 
body? 
This thesis thus intervenes amongst what Elizabeth Andrews and Kaushik 
Bhaumik describe as WKH µFULWLFDO PDVV¶ of work being done, across a range of 
disciplines, that µOLQNVWKHDPELJXLWLHVRIYLVXDOH[SHULHQFHZLWKLQDEURDGHUVHQVRU\
GRPDLQDQGWKHVWDWHRI³EHLQJ-in-the-ZRUOG´¶.35 As Ruth Barcan states: 
 
The major tenets underpinning contemporary cultural approaches to the senses 
are the historical separation and hierarchization of the senses; the 
phenomenological interdependence of the senses; the variation and cultural 
specificity of sensory understanding, valuation and experience; and the 
connection between the senses and social values, including the gender, class 
and racial meanings associated with different sensory orders.36 
 
This thesis thus addresses the traditional western hierarchy of the senses ± with vision 
at its apex ± through exploring what happens when the visual is undermined. 
 
 
Five: The Organisation of the Thesis 
 
$SKLORVRSKLFDOGHILQLWLRQRIWKHZRUGµWURSH¶UHODWHVWRan µinstance of a property as 
occurring at a particular time and place; a particular unrepeatable property, as 
RSSRVHGWRDXQLYHUVDO¶37 Just as the trope of the invisible body recurs on screen in a 
range of alternative iterations throughout the long century of cinema, so too does this 
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thesis take an iterative approach in the organisation of its five chapters, each of which 
focuses upon a specific moment in the cinema of the invisible body, through which its 
particular and unrepeatable properties can be interrogated and interpreted, and from 
which emerge the distinctive themes of the five individual chapters. 
Chapter One begins to answer the question: What is it that is seen when 
looking for invisible bodies on screen? This chapter introduces the sensualities of 
embodied invisibility as they are constructed and presented in Die Nibelungen: 
Siegfried )ULW] /DQJ  , WDNH WKH ILOP¶V VWULNLQJ PDQLIHVWDWLRQ RI 6LHJIULHG¶V 
invisible body in terms of a cast shadow as an invitation to begin a particular study of 
embodiment and the senses, asking: 7R ZKDW H[WHQW LV WKLV YLVLRQ RI 6LHJIULHG¶V 
invisible body to be understood in extra-visual terms? Does the cinematic presence of 
the invisible body institute a particular language of sensuality that can be interrogated 
and so comprehended? How are the senses made sense of, and how do cinematic 
depictions of invisible bodies assist in such an undertaking? Chapter One examines 
closely the material and cultural constitution of this particular invisible body. As we 
ZLOO VHH WKH QDWXUH RI 6LHJIULHG¶V LQYLVLEOH ERG\ LQVLVWs upon an unpacking of a 
number of particular body contexts, including post-First World War understandings of 
the flawed material realities of the body. The film describes invisibility as a fully 
embodied phenomenon, and the ultimate frailties exhibited by this body provide an 
exploration of questions of vulnerability and mortality. However, a sequence in which 
6LHJIULHG¶VLQYLVLEOHERdy is partially visualised as a tactile agent of thought presents 
an exciting and challenging understanding of how the mind and the senses 
LQWHUPLQJOH ,Q WKLV ZD\ WKLV RSHQLQJ FKDSWHU EHJLQV WKLV WKHVLV¶ H[SORUDWLRQ RI WKH
ways in which the onscreen invisible body institutes a complex undermining of the 
rigid hierarchy of the senses, serving as an agent of thought, interiority and 
intersubjectivity, but also as an agent of sensual embodiment. 
Chapter Two investigates the ways in which the sensorium is disordered and 
so reconfigured in the Invisible Man cycle (Universal, 1933±1951), films that, through 
their stylistic interconnections, form a particularly influential subcategory of invisible 
body cinema (a cycle from which this introduction¶s opening example is drawn). This 
chapter explores three of the principal qualities that most characterise the invisible 
ERG\¶VGHSLFWLRQ across this cycle. One is the invisible mouth, a multifunctional organ 
that performs as a cinematic model for a multifunctional sensorium in its complication 
of relations between sound, image and the body. Second is the LQYLVLEOHERG\¶VVW\OLQJ
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in terms of mummification, a characterisation that locates invisible form at the 
intersection of a number of bodily debates for which ruin, preservation and 
representation figure large, and that speaks of a morbid sense of dislocation from the 
world. Finally, this chapter explores WKHLQYLVLEOHERG\¶VSURSHQVLW\IRUWKHDGRSWLRQ
and rejection of a range of prosthetic parts, interpreting this in terms of sensory 
disorder. In each case I centre upon a reading of these motifs in which I ask the wider 
question of this thesis: What kind of history of the senses can be found in the onscreen 
invisible body? 
Chapter Three focuses primarily upon the Star Trek television and film series 
(1966±1986) and the film Predator (John McTiernan, 1987), addressing their 
invisible extraterrestrials in terms of a Cold War context of technologised sensory 
augmentation and extension, and the anxieties that accompany such notions. Both the 
feature film format and earlier television incarnation of Star Trek conceive of 
invisible alien VSDFHFUDIWWKDWFRPSOLFDWHWKHVHULHV¶FHQWUDOPHWDSKRURIWKHVSDFHFUDIW
as symbol for both human body and sensorium. Likewise, the techno-organic body of 
Predator evokes an awkward transcendence, encumbered with sensory prostheses at 
once natural, cultural and technological. This chapter thus considers the cryptic and 
incomprehensible nature of the technologically facilitated invisible extraterrestrial in 
terms of an encounter with the shifting vicissitudes of technologised systems of 
sensory mediation ± including those of screen media like television and cinema ± so 
questioning the nature of such sensory reconfiguration in the second part of the 
twentieth century. In the context of the onscreen alien invisible, this chapter therefore 
asks: What kinds of distortion to the human sensorium are expressed through recourse 
to media technologies of sensation? 
Chapter Four begins with a history of invisible body cinema through the 
recurrent motif of the empty mirror (as described in the example with which this 
introduction leads), moving on to interrogate this motif in the context of its significant 
appearances in two films from the end of the twentieth century. In Memoirs of an 
Invisible Man (John Carpenter, 1992) and Hollow Man (Paul Verhoeven, 2000), the 
relationship between the invisible body and the mirror emphasises themes of 
representational crisis, but also of masculine identity crisis and the challenges of a 
reconstituted social sensorium. In questioning WKHQDWXUHRIWKHVHILOPV¶H[SUHVVLRQVRI
a multisensory cinema, I ask: To what extent does the invisible body perform as agent 
of a transgressive regime of sensation? This chapter pays particular attention to the 
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social nature of sensory formations, whilst also coming to centre upon the 
peculiarities of the digital production techniques that both Memoirs and Hollow Man 
utilise in their construction of the onscreen invisible body. Amidst the contemporary, 
domestic milieu of both films, the innovative use of computer-generated imagery in 
both films foregrounds a relationship through which the invisible body is positioned 
as an agent between anxious frameworks of the virtual and the real, the immaterial 
and the material, the clean and the dirty, and the pure and the obscene. 
Finally, Chapter Five analyses sequences from The Lord of the Rings trilogy 
(Peter Jackson, 2001±2003), interpreting WKRVH ILOPV¶FRQVWUXFWLRQRI WKHH[SHULHQFH
of embodied invisibility in relation to the disorienting and reorienting networks of 
hyperaesthesia, intersensoriality and enworldment. In order to explore these films as 
both a cinematic expression of the senses and as a sensory expression of cinema, this 
chapter principally attends to the four intense sequences in which the character of 
Frodo Baggins (Elijah Wood) enters into an experience of embodied invisibility: a 
psychophysical state in which he finds himself problematically embedded within his 
environs, and problematically positioned in relation to the visual sense. I address the 
diverse values of sensory intensity and disorder that connect frameworks of both 
invisibility and pain, before moving on to discuss the challenging and unsettling of the 
visual sense that is in evidence throughout The Lord of the Rings ± and that is implicit 
throughout this thesis ± arguing for the trilogy as a testament to contemporary notions 
RI µLQWHUVHQVRULDOLW\¶ D WHUPGHILQHGE\ VFKRODUV VXFKDV+RZHV DQG&RQQRU I also 
explore the nature RI WKH WULORJ\¶V SRVLWLRQLQJ RI WKH LQYLVLEOH ERG\ DPLGVW
environmental locations, so demonstrating WKHRQVFUHHQLQYLVLEOHERG\¶VVXLWDELOLW\DV
UHSUHVHQWDWLYHRIQRWLRQVRIµHQZRUOGPHQW¶DQGWKHHFR-system of sensation that this 
term implies. In complicating the relationship between vision and invisibility with 
respect to the body, this chapter asks: What kind of alternatives to the ocularcentric do 
these films suggest? This final chapter will end the thesis by demonstrating the ways 
in which The Lord of the Rings provides a popular expression of the invisible body 
that animates both the cultural construction of the senses and also the particular 
relationship between the cinematic mode and understandings of ± and enactments of ± 
sensory formations. 
Throughout each chapter I attend to the motivating question: To what extent, 
and in what ways, does the invisible body itself provide a provocation to ways of 
understanding the body and the sensorium, and to the representation of both? As the 
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above chapter descriptions suggest, in tracing the cinematic history of a generic motif 
my approach is concerned with attending to the diversities of the particular embedded 
historical, cultural, social, philosophical, cinematic and symbolic contexts through 
which each specific onscreen appearance of the invisible body is mediated. Each of 
the particular examples I interrogate provokes reflection upon such specific 
frameworks, affording analysis of a range of angles upon questions of materiality and 
sensuality within and across each context. In this way, I interrogate the values with 
which these depictions are imbued across a multifarious range of contexts, and so 
interrogate how the recurrent appearance of the onscreen invisible body provides a 
lens through which to interrogate changing cultural understandings of invisibility, 
embodiment, materiality and the sensorium. The questions that motivate each chapter 
intersect with the overarching questions of the thesis, so accommodating the 
alternative ways in which alternative invisible bodies respond to questioning. As with 
systems of sensory distinction, these chapters are intended to operate as structurally 
discrete modules that are both connected to and disconnected from each other; this 
focal dispersal is an explicit methodological performance that has emerged as a 
response to the topic and contents of my enquiry. Taken together, these five chapters 
generate a particular constellation of invisible body cinema that questions both what 
similarities connect their subjects but also what peculiarities distinguish them. I have 
remained aware that there are alternative ways of organising this material, and 
alternative canons of invisible bodies. I hope that my approach stimulates a greater 
recognition of such figures as expressions of a multisensory cinema. 
Lynda Nead SURSRVHVDQµLGHDRIPRGHUQLW\¶QRWµDVDUXSWXUHZLWKWKHSDVWRU
as a fresh start, but as a set of processes and representations that were engaged in an 
urgent and inventive dialogue with their own historical conditions oIH[LVWHQFH¶38 To 
illustrate this notion, Nead interprets the philosopher Michel Serres¶s conception of 
WKH VWUXFWXUH RI WLPH DV µSOHDWHG¶ or µFUXPSOHG¶ ZLWK PRPHQWV potentially either 
µVXSHULPSRVHG¶RUµXQUHODWHG¶: 
 
This image of pleated time is literally visualised by Serres in his metaphor of 
the handkerchief. Spread out and ironed, the handkerchief represents a 
metrical, geometric concept of time, in which distance and proximity are 
stable and clearly defined; but crumpled in the pocket, the handkerchief 
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 Lynda Nead, Victorian Babylon: People, Streets and Images in Nineteenth-Century London (New 
Haven, CT and London: Yale University Press, 2000), p.8. 
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HYRNHV D µWRSRORJLFDO¶ concept of time, in which previously distant points 
µbecome close, or even superimposed¶ Moreover, if the fabric is torn, 
previously adjacent points may be rendered distant and unrelated. Our 
experience of time resembles the crumpled version of the handkerchief, rather 
than the flat, ironed one. Modernity, in this context, can be imagined as 
pleated or crumpled time, drawing together past, present and future into 
constant and unexpected relations and the product of a multiplicity of 
historical eras.39 
 
In suggesting the cinematic invisible body as a peculiarly modern manifestation, it 
seems pertinent to consider 6HUUHV¶s enfolded garment LQ UHODWLRQ WR &ODVVHQ¶V
invisibility cloak. Rather than the invisibility cloak being an obscuring force, as 
Classen suggests, the crumpled invisible garment can be regarded as a µWRSRORJLFDO¶
configuration that connects with my structural approach, in which five distinctive 
cultural phases ± each with its own range of specific contextual questions ± are drawn 
together under the generic rubric of the multifunctional metaphor of the invisible 
body.  
In announcing its particular set of concerns, each of my five chapters leads 
with a detailed description of a specific film sequence: a scene in which the 
witnessing of an invisible body unfolds. The sequence is subsequently interpreted in a 
way that draws out the principal themes and theoretical concerns of the chapter. Yet, 
these introductory examples are not solely subservient to the main events of the 
chapters that follow. Rather, the stuff of these opening sequences is what motivates 
such themes and concerns, which themselves have emerged, during the research and 
writing of this thesis, from a certain oscillation between reflections upon my own 
cinematic experience of these moments and the investigative cultural research that has 
informed the project. This structuring principle, through which a cinematic moment 
demands both attention and explication, also expresses my desire to take seriously 
both the chaUDFWHUV¶H[SHULHQFHVDVGHSLFWHGLQVXFKVHTXHQFHVDQGWKHH[SHULHQFHRI




In this introduction¶VRSHQLQJH[DPSOHfrom The Invisible Man Returns, the invisible 
ERG\¶VDOPRVW-invisible fingerprint trace and bandaged disguise suggest its occupation 
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 Nead, Victorian Babylon, p.8. 
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of an in-between zone: between visible and invisible; between living and dead; 
between victim of circumstance and volatile transgressor; between sensed object and 
sensing subject. The sensory engagements of this body mobilise an intersection of 
visuality, audibility and tangibility, but, as my analyses of other examples explored 
throughout the thesis will suggest, the unsettling character of the onscreen invisible 
body feeds into but is also a consequence of a taxonomical unsettling, and ± to use a 
term signifying visual ambiguity ± a blurring of sensory and media boundaries. This 
body allows for a diverse range of conceptions of sensory understandings, stimulating 
questions of how we can think of that which lies between sensory categories, and 
questioning the extent to which the cinematic imagination and realisation of the 
invisible have a wider impact on the configuration of the sensory economy. 
In her 2010 book Crash, Karen Beckman argues that: 
 
the crash ± as critical metaphor, narrative device, and visual image ± is 
something to think through, not to just gawk at or avoid. It functions as an 
enabling critical and visual trope that insists on the continued usefulness of the 
hybrid, messy, and contaminated discourse of film theory.40 
 
This thesis proposes the LQYLVLEOH ERG\ DV D VLPLODUO\ µHQDEOLQJ FULWLFDO DQG YLVXDO
trope¶ WKH SHUVLVWHQW SUHVHQFH RI ZKLFK OLNHZLVH VXJJHVWV DQG DOVR HQDEOHV D
particular mode of discourse. Through its study of the onscreen invisible body ± a 
presence as exciting as it is challenging, and as involving as it is alienating ± the 
thesis is animated by principal questions: To what extent does the theme of 
invisibility provide a way of interrogating the body and the senses away from 
conventional visual regimes of knowledge? In what ways does the register of 
embodied invisibility bring forth a viable mode of analysis of our selves and our 
worlds? In what ways do the reconfigured sensory schemes of the onscreen invisible 
body provide new ways of understanding the sensoriality of cinema? This thesis thus 
explores the extent to which a history of onscreen invisible bodies provides a window 
on specific cultural understandings of the senses, and will address the role of cinema 
amidst such a sensual atmosphere. 
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 Karen Beckman, Crash: Cinema and the Politics of Speed and Stasis (Durham, NC: Duke University 
Press, 2010), p.4. 
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Fig. 0.1, The Invisible Man Returns (Joe May, 1940) 
 





Fig. 0.2, The Invisible Man Returns (Joe May, 1940) 
 
Introduction Illustrations  25    
 
 
Fig. 0.3, The Invisible Man Returns (Joe May, 1940) 
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Fig. 0.4, The Invisible Man Returns (Joe May, 1940) 
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Fig. 0.5, The Invisible Man Returns (Joe May, 1940) 
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Fig. 0.6, The Invisible Man Returns (Joe May, 1940) 
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Fig. 0.7, Le Voleur invisible (Segundo de Chomon, 1909) 
 





Fig. 0.8, Le Voleur invisible (Segundo de Chomon, 1909) 
 





Fig. 0.9, Le Voleur invisible (Segundo de Chomon, 1909) 
 




Fig. 0.10, Le Voleur invisible (Segundo de Chomon, 1909) 
 





Fig. 0.11, Le Voleur invisible (Segundo de Chomon, 1909) 
 





Fig. 0.12, Le Voleur invisible (Segundo de Chomon, 1909) 
 





Fig. 0.13, Le Voleur invisible (Segundo de Chomon, 1909) 
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Chapter One  
Thinking the Invisible Body in Die Nibelungen: Siegfried (1924)  
 
Introduction: A Shadow on the Ground 
 
A spectacular sun shines down. Two men stand together, dressed for battle and 
supported by ranks of soldiers. As they look ahead, seemingly in nervous anticipation 
of impending events, Hagen, the older and more battle-scarred of the two, notices 
something unusual, off screen. Hagen¶VRQHJRRGH\HZLGHQVDQG he grabs the other 
man, King Gunther, gesturing towards what he has seen. This vision is constructed, 
cinematically, as a near point-of-view shot, with the shadows of the two men falling 
forwards upon a featureless patch of ground. A third shadow has entered this shot 
from the left and begins to pass across the terrain. The shadow, falling to create a 
well-defined profile, is clearly that of a man; yet, where the shadow should connect 
with its source, no body is visible (fig. 1.1). And yet, the spectator knows ± and 
Hagen and Gunther know ± that this shadow belongs to a body and, therefore, that the 
body itself is present in this same frame, only it is invisible. This detail is known 
because, moments before, the visible Siegfried ± comrade in arms of the two ± has 
secretly equipped himself with the Tarnkappe, an invisibility device, placing it over 
his head for the very first time and dissolving out of view (fig. 1.2). Before the 
shadow is thrown, as Hagen and Gunther take their positions, the high framing draws 
attention to the sun, created through a special visual effect (fig. 1.3). With his 
gesturing towards the shadow +DJHQ LQVLVWV WKDW ERWK *XQWKHU DQG WKH ILOP¶V
audience pay close attention to this moment, in which the body whose invisibility is 
initially off screen momentarily enters the onscreen space, to show its invisibility as 
fully as possible. The presence of the shadow on the ground insists upon a looking 
downward, groundward: a depressive looking. The tilt of the camera allows the earth 
to dominate the frame entirely. As I watch, I feel my neck twisting to an unnecessary 
incline, even as my eyes are fixed forward. A double exposure with some masking, 
the effect is carefully produced and rewards close scrutiny with its plausibility. In 
their comprehension of this strange shadow, Hagen and Gunther appear to relax, as 
they watch and ZDLWIRUWKHUHVXOWVRI6LHJIULHG¶VLQYLVLEOHLQWHUYHQWLRQ 
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Framed by shots of its WZRREVHUYHUV6LHJIULHG¶VVKDGRZappears for just five 
seconds, but its significance to the narrative of Die Nibelungen: Siegfried (1924)1 
belies the brevity of this appearance: its inherent tensions serving as a visual 
manifestation of many intersecting QDUUDWLYH WKUHDGV2QHGHILQLWLRQRI µVKDGRZ¶DV
µaQ REVFXUH LQGLFDWLRQ D V\PERO W\SH D SUHILJXUDWLRQ IRUHVKDGRZLQJ¶2 is 
particularly apSURSULDWHKHUH DV WKH VKDGRZ¶V appearance in this scene foreshadows 
the following sequence, in which the invisible Siegfried, a near-invincible figure, is 
shown to secretly assist Gunther in defeating the challenges of Brunhild, the 
supernaturally strong Queen of Iceland. It is the unravelling of this injustice that will 
culminate in the tragic death of Siegfried at the hands of Hagen and Gunther. The 
VLJKWRI6LHJIULHG¶VVKDGRZDVVHHQE\WKHRUFKHVWUDWRUVRIKLVeventual downfall, thus 
serves as a key movement in the trajectory of fate that the story pursues, signifying 
that which would be understood by any viewer already familiar with the popular tale: 
Siegfried will die.3 With this in mind, aV 6LHJIULHG¶V VKDGRZ IDOOV RQ WKH ground it 
creates the impression of a hollow in the terrain: a dark, earthy zone that conforms, 
gravely, to the contour of his body, as though waiting to accommodate its corporeal 
form. The shadow is thus a central ingredient in the revelatory scheme of materiality 
and mortality that Hagen and Gunther ± who view WKHLUDVVRFLDWH¶VJUHDWVWUHQJWKDQG
apparent invulnerability as a threat ± discover and observe, and insists on their role as 
chief cRQWULEXWRUV WR 6LHJIULHG¶V GRRP. TKH LQWHUVHFWLRQ RI 6LHJIULHG¶V VKDGRZ ZLWK
theirs also draws the king and his vassal into this trajectory of misfortune, and it is in 
the second part of the story, Die Nibelungen: Kriemhilds Rache (1924), a film 
KDXQWHGE\6LHJIULHG¶VDEVHQFHthat the tragic hero is avenged by Kriemhild, his wife 
DQG*XQWKHU¶VVLVWHUWKHHSLFFOLPD[LQJZLWK a genocide in which Hagen and Gunther, 
along with all the remaining principle characters, die. 6LHJIULHG¶V shadow thus falls 
across the narrative as WKHµVKDGRZRIGHDWK¶± the biblical umbra mortis.4 
                                                 
1
 Hereafter referred to in the text as Siegfried. 
2
 Oxford English Dictionary. 
3
 Writing on Siegfried in 1947, the film critic 6LHJIULHG .UDFDXHU UHPDUNV WKDW µWKH VWRU\ FORVHO\
LQWHUOLQNV FDXVHV DQG HIIHFWV >«@ QRWKLQJ VHHPV OHIW WR PHUH FKDQFH $Q LQKHUHQW QHFHVVLW\
predetermines the disastrous sequence of love, hatred, jealousy, and thirst for rHYHQJH¶ 6LHJIULHG
Kracauer, From Caligari to Hitler: A Psychological History of the German Film (Princeton and 
2[IRUG 3ULQFHWRQ 8QLYHUVLW\ 3UHVV  S WKH VHYHQWK FKDSWHU RI .UDFDXHU¶V ERRN HQWLWOHG
µ'HVWLQ\¶LVSDUWO\FRQFHUQHGZLWKDie Nibelungen (pp.88±95). A number of works have explored the 
WHQGHQF\RI)ULW] /DQJ¶V ILOPV WRFHQWUHXSRQ WKHXQIROGLQJRI IDWH DFKDUDFWHULVWLFZHOO LQYRNHGE\
7RP *XQQLQJ¶V WHUP µGHVWLQ\-PDFKLQH¶ 6HH IRU H[DPSOH 7RP *XQQLQJ The Films of Fritz Lang: 
Allegories of Vision and Modernity (London: BFI, 2000), esp. pp.10±11, 15±22. 
4
 Oxford English Dictionary. 
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In the absence of a primary image of 6LHJIULHG¶V body, the shadow, in this 
scene, speaks out as a dark alternative to the body, featureless and insubstantial.5 
However, this shadow can also be related to the material properties of the surface onto 
which it is cast, with certain parameters of the body mapped onto the expanse of 
inchoate landscape upon which the shadow flows. In this way, 6LHJIULHG¶V VKDGRw 
performs as his ruined double; projected onto the ragged earth, this by-product of the 
body delineates a dark patch of rubble: material fragments that oppose the ostensibly 
LQYLQFLEOH6LHJIULHG¶VLPSHUPHDEOHXQLW\DQGZKROHQHVV7KXVSRUWHQGLQJ6LHJIULHG¶V
demise, the shadow also serves as a shade, that disembodied form of the dead in 
ancient thinking.6 
From out of this introductory scheme in which invisibility is haunted by 
absence, this chapter will address the descriptions of apprehension, materiality and 
presence that unfold in the film Siegfried. The foreboding shadow speaks of the sense 
of tragedy that propels the narrative and also of pervasive tensions between corporeal 
presence and absence. As a foreshadowing, it also serves as potent preamble to the 
other sequence of the film with which this chapter is preoccupied, in which 




The 1924 film Siegfried was produced in Germany by Ufa and was directed by Fritz 
Lang from a screenplay by Thea von Harbou and Lang. The film is adapted from the 
first part of the Middle High German epic poem Das Nibelungenlied,7 which relates a 
story that originated in the Early Middle Ages as part of an oral tradition and is 
believed to have been first written down around 1200.8 Three early written versions of 
the tale, dating from the thirteenth century, are known to exist, referred to as 
                                                 
5
 $PRQJ LWV PDQ\ GHILQLWLRQV IRU µVKDGRZ¶ WKH Oxford English Dictionary OLVWV µ$Q XQUHDO
appearance; a delusive semblance or image; a vain and unsubstantial object of pursuit. Often contrasted 
ZLWKVXEVWDQFH¶µ$QDWWHQXDWHGUHPQDQWDIRUPIURPZKLFKWKHVXEVWDQFHKDVGHSDUWHG¶µ$VOLJKWRU
IDLQWDSSHDUDQFHDVPDOOLQVLJQLILFDQWSRUWLRQDWUDFH¶Oxford English Dictionary.) 
6
 Marina Warner, for exampOH GHVFULEHV WKH µZUDLWK-OLNH QDWXUH¶ RI WKH VKDGRZ µSURSKHWLF RI WKH
DIWHUOLIH¶Marina Warner, Phantasmagoria: Spirit Visions, Metaphors, and Media into the Twenty-first 
Century (Oxford: Oxford University Press, 2006), p.177). 
7
 This common title is drawn from the final words of the earliest known manuscript, which dates from 
DURXQG  µGD] LVW G>HU@ 1LEHOXQJH OLHW¶ µWKDW LV WKH VRQJHSLF RI WKH 1LEHOXQJV¶ 1LEHOXQJHQ-
Handschrift C, Blatt 89r.) 
8
 %HWWLQD%LOGKDXHUGHVFULEHV WKLV ZRUN DV µD KHURLF epic from the Northern European oral tradition, 
written down in medieval German around 1200 CEZKLFK ZDV VW\OL]HG LQWR D ³QDWLRQDO HSLF´ LQ WKH
HLJKWHHQWKFHQWXU\¶%HWWLQD%LOGKDXHUFilming the Middle Ages (London: Reaktion, 2011), p.174). 
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Manuscripts A, B and C,9 and it is these manuscripts that form the basis for most 
subsequent interpretations of the story.10 
This film adaptation, produced between 1922 and 1924, retains many aspects 
of these early manuscripts, dividing the epic into two parts: Siegfried, which was 
released in Germany in February 1924, and Kriemhilds Rache, with screenplay 
written by Von Harbou alone, which was released in April of the same year. Lang was 
keen for this new adaptation to be distinct from other modern interpretations, a 
number of which had appeared from the middle of the nineteenth century, following 
WKHSRHP¶VUHGLVFRYHU\LQ.11 As well as in Germany, the films ± the first part, in 
particular ± were successful in much of Europe and in the United States.12 While the 
sequence with which I began this chapter resonates with its interpretation in prior 
visual adaptations of Das Nibelungenlied across a range of media, the momentary 
UHFDVWLQJ RI 6LHJIULHG¶V extraordinary body as a shadow form, which inaugurates a 
prolonged visualisation of the invisible, is unusual, and certainly not a straightforward 
translation from the written text. The manner in which this sequence, and that which 
follows, is cinematically presented can be provoked, in numerous ways, into speaking 
of and for some of the particularities of the cinematic mode. I will use part of this 
chapter to explore how this mythological invisible body is generated as part of this 
modern medium and how its depiction connects with contemporary culture and 
thought of and around the 1920s. 
In its examination of sequences depicting an invisible body in Siegfried, this 
chapter thus interrogates the constitution of invisible form, contributing to this thesis¶ 
negotiation of categories of cinema, representation, thought and sensation through 
                                                 
9
 Manuscript C is the oldest and is believed to have been written around 1225. It is held in the Badische 
Landesbibliothek Karlsruhe, having been rediscovered in 1755. A useful overview of the history of this 
epic is provided in The Nibelungen Tradition: An Encyclopedia, ed. by Francis G. Gentry, Winder 
McConnell, Ulrich Muller and Werner Wunderlich (London: Routledge, 2002). 
10
 Many corresponding motifs can be found in a range of other stories from the period, including 
Völsungasaga, Poetic Edda, ࡚LèUHNVVDJD, Hildebrandslied, Rosengarten, Biterolf und Dietleip, Buch 
von Bern and Rabenschlacht. Similarities and differences between these texts and their oral sources are 
described in detail in Edward R. Haymes and Susann T. Samples, Heroic Legends of the North: An 
Introduction to the Nibelung and Dietrich Cycles (New York and London: Garland Publishing, 1996). 
11
 6HH )ULW] /DQJ µ:RUDXI HV EHLP 1LEHOXQJHQ-)LOP DQNDP¶ UHSULQWHG LQ )UHG *HKOHU DQG 8OOULFK
Kasten, Fritz Lang: Die Stimme von Metropolis (Berlin: Henschel, 1990), p.170. Bildhauer asserts that 
µ)ULW]/DQJ¶VILOPYHUVLRQOLNH5LFKDUG:DJQHU¶VRSHUDDQG)ULHGULFK+HEEHO¶VGUDPDSOD\HGDQ
important part in the trajectory of turning the medieval poem into an expression of German nationalist 
PHQWDOLW\¶Filming the Middle Ages, p.174). 
12
 6HH IRUH[DPSOH$QNH:LONHQLQJ µ)ULW] /DQJ¶V Die Nibelungen: A Restoration and Preservation 
Project by Friedrich-Wilhelm-Murnau-6WLIWXQJ :LHVEDGHQ¶ Journal of Film Preservation, 79/80 
(April 2009), 86±98 (p.89). 
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understandings of the body. In the figure of the ostensibly invincible Siegfried, the 
phenomenon of invisible form is located at a site of intense, dense physicality, in 
ZKLFK WKH SRZHU RI 6LHJIULHG¶V VWURQJ ZKLWH masculine body is repeatedly 
emphasised. AV 6LHJIULHG¶V VHHPLQJ invulnerability finally gives way to a fatal, 
inescapable vulnerability, a scheme can be perceived in which density and tangibility 
invite frailty, piercing DQGGHFD\7KHILOP¶VUHJLVWHURILQYLVLELOLW\HPHUJLQJIURPD
Europe in the wake of the First World War, thus intersects with a reassessment of the 
vulnerability and sensitivity of the body in modernity. This chapter looks at how 
Siegfried instils its conception of invisibility within a tragic scheme (in contrast to the 
predominantly comic episodes of invisibility that had preceded it in short format 
cinema, as discussed in the thesis Introduction). I also position the above sequence in 
relation to the regime of shadows and light that animates much writing on 1920s 
German cinema. 7KH GHSLFWLRQ RI 6LHJIULHG¶V LQYLVLELOLW\ LWVHOI FDVWV D VKDGRZ RYHU
the cinematic history of invisible bodies. Its foreshadowing is thick with clues about 
how to respond to this developing conceptual category and it here prefigures that 
which is to come in this thesis, posing the question: What is it that is seen when 
looking for invisible bodies on screen? This understanding of invisibility, however, 
cannot necessarily be reduced to thinking about vision: it can instead provide a way of 
thinking about the world, about bodies, about perception, and about thinking. While I 
DPFRPSHOOHGE\'DYLG/HYLQ¶VFRQWHQWLRQWKDWSiegfried µSUHVHQWVDYLVLRQRIYLVLRQ
LWVHOI¶ LQ ZKLFK µcharacter traits are inflected in terms of vision and important 
dramatic events DUHRUJDQL]HGDURXQGLW¶,13 I am also interested in the extent to which 
the central matter of invisibility provokes a sensual movement beyond vision, so 
leading a wider enquiry into the kinds of sensations experienced in an encounter with 
invisibility. As with later chapters, I will here be asking questions of the multisensory 
nature of cinematic mediation: In what ways might invisible body cinema address a 
mingling of sensory modalities and so precipitate reflections on the nature and culture 
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 David Levin, Richard Wagner, Fritz Lang and the Nibelungen: The Dramaturgy of Disavowal 
(Princeton, NJ: Princeton University Press, 1998), pp.97±98. 
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One: The Shadow of the Invisible Body 
 
This matter of the shadow of the invisible body can be first examined with reference 
to WKHZLGHUWHUUDLQRIVKDGRZVRQZKLFKLWIDOOV7KHSUHVHQFHRI6LHJIULHG¶VVKDGRZ
as a distinct profile, his features clearly delineated as the shadow traverses the frame, 
suggests a relationship with the work of the influential Swiss physiognomist Johann 
Kaspar Lavater (1741±1801).14 Using a strong light source and a silhouette screen, 
Lavater created shadow profiles that he thought of as idealistic representations, 
revealing the true psychic character of the subject, otherwise invisible; the shadow on 
/DYDWHU¶VVFUHHQREVFXUHVWKHERG\HYHQDVLWSURPSWVWKHYLHZHUWRILOOLQWKHJDSV
replacing the screened visuality with an invisible imagining (fig. 1.4).15 Marina 
Warner QRWHV WKDW /DYDWHU¶V ZRUN DORQJVLGH FRQWHPSRUDU\ PHDQV RI PDSSLQJ DQG
measuring the body such as phrenology and palm reading, contributed to the µmasses¶ 
GHYHORSLQJDµPRGHUQVHQVHRIVHOIDVDQH[WHUQDO being with unique traits operating 
LQ WKH ZRUOG¶ ZLWK µKHLJKWHQHG SV\FKRORJLFDO VHOI-awareness mediated through their 
SK\VLFDOGLIIHUHQFHV¶16 Similarly, Victor I. 6WRLFKLWDREVHUYHVWKDWµ/DYDWHUH[SORLWV± 
probably unconsciously ± another ancient traditiRQWKHRQHZKLFKUHFRJQL]HGPDQ¶V
soul in his shadow, and a shadow in his soul¶. Stoichita suggests that to µanalyze the 
shadow is tantamount to a sui generis psychoanalysis >«@, the outlined profile is a 
hieroglyph that has to be deciphered. The aim of LDYDWHU¶V³VKDGRZ-DQDO\VLV´LVWKDW
LWVKRXOGEHDQHZ³FXUHIRUWKHVRXO´¶17 
$VSHFWVRI/DYDWHU¶VZRUNFRQWULEXWHGWRDULFKFXOWXUDOFOLPDWHRIVKDGRZs in 
European thought in the nineteenth and early twentieth centuries, in which the body 
and the mind, so distinctively disconnected in the influential philosophical work of 
René Descartes (1596±1650), become anxiously interrelated 6LHJIULHG¶V VKDGRZ
which first appears so disembodied, can also be considered as part of a literary lineage 
in which a distinct schism cleaves the shadow from the body whence it originates. Its 
                                                 
14
 See, for example, Johann Kaspar Lavater, Physiognomische Fragmente zur Beförderung der 
Menschenkenntnis und Menschenliebe (1775±1778), the first part of which had involved collaboration 
with the German writer Johann Wolfgang von Goethe. 
15
 $V:DUQHUQRWHVµWKHRQORRNHUVXSSOLHVIHDWXUHVIURPPHPRU\VRWKDWWKHDFWRIORRNLQJDQGILOOLQJ
in the shadow activates his or heUPHPRULHV7KHPLQGHQJDJHVVWURQJO\ZLWKWKH³XQILQLVKHGWKLQJ´
the aesthetic principle of non finito¶Phantasmagoria, pp.159±60). Warner devotes an entire section of 
Phantasmagoria to the theme of shadow (pp.145±166). 
16
 Warner, Phantasmagoria, p.162. 
17
 &KULVWRSKHU 7XUQHU DQG 9LFWRU , 6WRLFKLWD µ$ 6KRUW +LVWRU\ RI WKH 6KDGRZ $Q ,QWHUYLHZ ZLWK
9LFWRU,6WRLFKLWD¶Cabinet: A Quarterly of Art and Culture, 24 (Winter 2006±2007), 65±69 (p.67). 
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forebears include: Hans Christian AQGHUVHQ¶VVWRU\µ6N\JJHQ¶>µ7KH6KDGRZ¶@, 
which describes an insubstantial shadow taking leave of its host and seeking to 
replace it, despite repeated assertions of its inauthenticity from the body to which it 
once belonged-0%DUULH¶VSOD\3HWHU3DQRUWKH%R\:KR:RXOGQ¶W*URZ
Up and 1911 novel Peter and Wendy, which both feature a similarly isolated shadow; 
Die Frau ohne Schatten [The Woman Without a Shadow], a 1919 opera by Richard 
Strauss with libretto by the poet Hugo von Hofmannsthal, which is loosely based 
upon a Scandinavian fairy tale in which WKHORVVRIDZRPDQ¶VVKDGRZSRUWHQGVKHU
inability to bear children.18 In the literature of invisible bodies of the period, it is 
QRWDEOH WKDW LQ+*:HOOV¶V LQIOXHQWLDOQRYHO The Invisible Man, the invisible 
body is able to cast no such shadow, alWKRXJK-DFN/RQGRQ¶VVKRUWVWRU\µ7KH
6KDGRZDQGWKH)ODVK¶IHDWXUHVDVFLHQWLVWZKRVHDttempts to fashion himself invisible 
result in his body taking on the appearance of a shadow and, finally, in his death.19 
Perhaps most influentialKRZHYHU LV$GHOEHUWYRQ&KDPLVVR¶Vpopular 1814 
story Peter Schlemihls wundersame Geschichte [Peter SchlemiKO¶s Miraculous Story], 
in which the character of Peter Schlemihl sells his shadow, which is equated with his 
social status as well as his soul, thus becoming µDQ LOO-IDWHG VKDGRZOHVV PDQ¶.20 
&KDPLVVR¶V tale finds its way into much western culture throughout the nineteenth 
century,21 but most pertinent to /DQJ DQG 9RQ +DUERX¶V Siegfried is &KDPLVVR¶V 
                                                 
18
 The opera premiered in Vienna in 1919. 
19
 In later literature, the British author J.R.R. Tolkien, who had a great interest in Norse and German 
stories, was perhaps influenced by the sequence in Siegfried when he described, in his 1937 book The 
Hobbit WKHZLWQHVVLQJRIDQLQYLVLEOHFKDUDFWHU¶VVKDGRZYLVLEOHRQWhe ground (J.R.R. Tolkien, The 
Hobbit, or There and Back Again (London: Unwin Books, 1966), p.83). During the 1920s and 1930s, 
Tolkien was also writing a version of the Völsungasaga, an Icelandic variation on Das Nibelungenlied 
(J.R.R. Tolkien, The Legend of Sigurd and Gudrún, ed. by Christopher Tolkien (London: 
HarperCollins, 2009)). 
20
 Adelbert von Chamisso, Peter Schlemihl: The Man Who Sold His Shadow, trans. by Peter Wortsman 
(New York: Fromm International, 1993), p.38. The story has been illustrated by, for example, George 
Cruikshank in 1824 (fig. 1.5). 
21
 $PRQJVW RWKHUSODFHV WKH VWRU\¶V LQIOXHQFH LV HYLGHQW LQ1DWKDQLHO+DZWKRUQH¶VVWRU\ µ7KH
,QWHOOLJHQFH2IILFH¶ZKHUHRQHRIPDQ\YLVLWRUVQHHGLQJDVVLVWDQFHIURPWKH,QWHOOLJHQFHULVGHVFULEHG
aVµ3HWHU6FKOHPLKO>LQTXLULQJ@IRUKLVORVWVKDGRZ¶1DWKDQLHO+DZWKRUQHµ7KH,QWHOOLJHQFH2IILFH¶
Tales and Sketches (New York: Literary Classics of the United States, 1982), pp.873±886 (p.873)); 
ZKHQ .DUO 0DU[ LQ GHVFULELQJ LQ  WKH µFRQWUDGLFWLRQV¶ WKDW IROORZHG WKH  5HYROXWLRQ LQ
)UDQFH VWDWHV WKDW µ0HQ DQG HYHQWV DSSHDU DV UHYHUVH 6FKOHPLKOV DV VKDGRZV WKDW KDYH ORVW WKHLU
ERGLHV¶.DUO0DU[The Eighteenth Brumaire of Louis Bonaparte,  <http://www.marxists.org/archive/ 
marx/works/1852/18th-brumaire/ch03.htm> [accessed 27 August 2013] (para. 4 of 26)); in E.T.A. 
+RIIPDQQ¶V  UHZRUNLQJ RI &KDPLVVR¶V VWRU\ µ'LH $EHQWHXHU GHU 6LOYHVWHU-1DFKW¶ >µ7KH
$GYHQWXUHVRI1HZ<HDU¶V(YH¶@ZKLFKZRXOGEHGHYHORSHGRSHUDWLFDOO\LQ-DFTXHV2IIHQEDFK¶s 1881 
The Tales of Hoffmann, and cinematically in Der Student von Prag [The Student of Prague] (Stellan 
Rye and Paul Wegener, 1913), in which the unfortunate protagonist sells not his shadow but his 
reflection. 
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one: and yet, on the sunny stretch of sand, a human shadow came ambling by, 
a shadow not unlike my own, a shadow strolling all alone, which appeared to 
have lost its master.22 
 
Attempting to claim the shadow for his own, Schlemihl µVWUXFNXQH[SHFWHGO\against 
physical resistance. From no visible source I received the most violent jabs in the ribs 
WKDW HYHU D PDQ HQGXUHG¶23 8QOLNH 6FKOHPLKO¶V RZQ GLVHPERGLHG VKDGRZ WKLV
shadow belongs to an µXQVHHQ SUHVHQFH¶ DQ LQYLVLEOH ERG\ WKDW FROOapses under 
SchlePLKO¶VDVVDXOW and from which he WDNHVµWKHPDJLFLQYLVLEOHELUG¶VQHVWWKHRQH
WKDW UHQGHUV LQYLVLEOHZKRHYHUKDSSHQV WREHKROGLQJ LW EXW QRWKLV VKDGRZ¶24 The 
similarity between these passages and the shadow sequence in Siegfried suggests a 
direct influence between the two. 
In adaptations of Das Nibelungenlied, the potency of shadow is vaguely 
suggested)ULHGULFK+HEEHO¶V1860±62 play Die Nibelungen describes Hagen, when 
SUHVVLQJ.ULHPKLOGIRUIXUWKHUGHWDLOVRI6LHJIULHG¶VYXOQHUDEOHVSRWH[KLELWLQJ mock 
FRQFHUQDERXW6LHJIULHGEHLQJ µJUD]HGE\D VKDGRZRIGDQJHU¶25 as the play moves 
WRZDUGV LWV QLKLOLVWLF FRQFOXVLRQ +DJHQ VSHDNV RI ZUDSSLQJ KLPVHOI LQ WKH µGHHSHVW
shadows¶RIGHDWK.26 The shadow motif forms part of the visual scheme of invisibility 
articulated by Arthur Rackham in his 1910±11 series of illustrations to accompany the 
libretto for SDUWVRI5LFKDUG:DJQHU¶VRing Cycle.27 2QHRI5DFNKDP¶VLPDJHVVKRZV
the dwarf Alberich as he puts on the cloak of invisibility and disappears into a cloud 
of smoke, leaving behind his shadow on the wall; the scene is rendered with delicate 
                                                 
22
 Chamisso, Peter Schlemihl, p.50. 
23
 Chamisso, Peter Schlemihl, p.50. 
24
 Chamisso, Peter Schlemihl, pp.50±51. 
25
 Friedrich Hebbel, Die Nibelungen: Ein Deutsches Trauerspiel in Drei Abtheilungen, 2 vols 
(Hamburg: Hoffmann und Campe, 1862), IS0\WUDQVODWLRQIURPµHLQ6FKDWWHQYRQ*HIDKULKQ
strHLIWH¶ 
26
 Hebbel, Die Nibelungen, IIS0\WUDQVODWLRQIURPµ'HU7RGVWHKWDXIJHULFKWHWKLQWHUXQV,FK
ZLFNOHPLFKLQVHLQHQWLHIVWHQ6FKDWWHQ¶ 
27
 5DFNKDP¶VLOOXVWUDWLRQVZHUHSXEOLVKHGLQ(QJODQGDQG*HUPDQ\DV5LFKDUG:DJQHUThe Ring of the 
Niblung: A Trilogy with a Prelude, trans. by Margaret Armour, illus. by Arthur Rackham, 2 vols 
(London: Heinemann, 1910±11), and Richard Wagner, Der Ring des Nibelungen. Ein Bühnenfestspiel 
für drei Tage und einen Vorabend. Das Rheingold & Die Walküre. Siegfried & Die Götterdämmerung
LOOXVE\$UWKXU5DFNKDPYROV)UDQNIXUW5WWHQ	/RHQLQJ 
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skill by the artist and mass-reproduced in a manner only possible with the recent 
developments in photo-zinc and halftone printing (fig. 1.6).28 
The 1924 appearance of SiegfULHG¶V VKDGRZ DV GUDPDWLF LQWURGXFWLRQ WR KLV
invisible form, thus operates amidst a wider cultural climate in which shadows of the 
body carry potent soulful and psychological undertones whilst also speaking for 
difficulties of representation. Such conceptions of the shadow had pervaded proto-
cinematic modes of representation. Hans-Georg von Arburg connects the shadows of 
Lavater with those of the phantasmagoria, centring their kinship around the 
µXQPHQWLRQDEOH¶ PDWWHU RI DEVHQFH in his assertion that they µSURYLGH KLQWV¶ RI
material presence: 
 
The shadow, however ± and particularly a shadow detached from its owner, 
like the silhouette ± is the perfect hint: the pure presence of someone who is 
unreachable and now absent.29 
 
Remarking on the illusionism of boWK $WKDQDVLXV .LUFKHU¶V VHYHQWHHQWK-century 
magic lantern shows and Etienne-*DVSDUG 5REHUWVRQ¶V QLQHWHHQWK-century 
phantasmagoria, Warner describes the proto-cinematic shadow as one of the 
µPDWHULDOV RI WKH LPDJLQDWLYH VRXO >«@ PHGLD IRU SURGXFLQJ DQG UHQGering the 
RSHUDWLRQV RI IDQWDV\¶ WKDW µUHSURGXFHG WKH SHUFHLYHG DFWLYLW\ RI WKH LPDJLQDWLRQ
LWVHOI¶30 As a key constituent of photographic imagery,31 the shadow occupies a 
                                                 
28
 -DPHV6SHURµ,QWURGXFWLRQ¶LQ$UWKXU5DFNKDP5DFNKDP¶V&RORU,OOXVWUDWLRQVIRU:DJQHU¶Vµ5LQJ¶ 
(Mineola, NY: Dover Publications, 1979), pp.iii±vi. 
29
 Hans-*HRUJ YRQ $UEXUJ µ6KDGRZV RQ WKH 7KUHVKROG RI 0HFKDQLFDO 5HSURGXFLELOLW\ /DYDWHU¶V
3K\VLRJQRP\ DQG 5REHUWVRQ¶V 3KDQWDVPDJRULD¶ La Sombra (Madrid: Museo Thyssen-Bornemisza, 
2008), pp.296±302 (p.297). 
30
 Warner, Phantasmagoria, pp.141±42, 143. 
31
 Describing his recent discoveries, the photographer William Henry Fox Talbot would remark, at a 
PHHWLQJDWWKH5R\DO6RFLHW\LQWKDWWKHµPRVWWUDQVLWRU\RIWKLQJVíDVKDGRZíWKHSURYHUELDO
emblem of all that is fleeting and momentary ± PD\EHIHWWHUHGE\WKHVSHOOVRIRXU³QDWXUDOPDJLF´
DQGPD\EHIL[HGIRUHYHULQWKHSRVLWLRQZKLFKLWVHHPHGRQO\GHVWLQHGIRUDVLQJOHLQVWDQWWRRFFXS\¶
(William Henry )R[ 7DOERW µ6RPH $FFRXQW RI WKH $UW RI 3KRWRJHQLF 'UDZLQJ 2U WKH SURFHVV E\
ZKLFK1DWXUDO2EMHFWVPD\EHPDGH WRGHOLQHDWH WKHPVHOYHVZLWKRXW WKHDLGRI WKH$UWLVW¶V3HQFLO¶
<http://royalsociety.org/uploadedFiles/Photogenic_Drawing.pdf> [accessed 13 September 2013] (para. 
42 of 92)). In his journal on 28 February 1835, Fox Talbot had referred to his process as the 
µ6FLDJUDSKLFSURFHVV¶/DUU\-6FKDDIKDVVXJJHVWHGWKDW)R[7DOERWµGUHZLQVSLUDWLRQIRUKLVWHUPRI
sciagraphy IURPDVWDWHPHQW¶SXEOLVKHGLQWKHLQWURGXFWLRQWR-RKQ:HOOV¶VSciagraphia, or the 
Art of ShadowesE\+HQU\*HOOLEUDQGµ1HLWKHUVWDQGVWKLVArt of Shadowes in any darke or inferiour 
place; for by them we are led on to many rare and sublime speculations«7RWKHVH>VKDGRZV@ are our 
best Painters indebted for the Life and Grace of their choisest Pieces. In a word, it is this Art of 
Shadowes which rectifieth our Account of Time«:KDWLVPRUHLQYDOXDEOHWKDQTime? We have nought 
to boast of but only its possession, and that morH PRPHQWDU\ WKDQ WKH IOHHWLQJ 6KDGRZ LW VHOIH«¶
+HQU\*HOOLEUDQGTWGLQ/DUU\-6FKDDIµ,QWURGXFWLRQ:LOOLDP+HQU\)R[7DOERW¶VQRWHERRNV P & 
Q¶ in William Henry Fox Talbot, 5HFRUGVRIWKH'DZQRI3KRWRJUDSK\7DOERW¶V1RWHERRNV3	4, 
ed. by Larry J. Schaaf (Cambridge: Cambridge University Press, 1996), pp.viii±xxxii (p.xxix, n.17)). 
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privileged role in the medium of cinema, where, when embedded in monochrome 
schemes, it often seems to seep out from its natural boundaries, pervading the mise-
en-scène. Similarly, 0D[LP*RUN\¶VGHVFULSWLRQRIFLQHPD DV µWKHNLQJGRPRI
VKDGRZV >«@ QRW OLIH EXW WKH VKDGRZ RI OLIH >«@ QRW PRYHPHQW EXW WKH VRXQGOHVV
shadow of movement¶ uQGHUVFRUHV WKH VKDGRZ¶V SUREOHPDWLF UHODWLRQVKLS ZLWK
representation and authenticity.32 )URPDURXQG WKH WHUPµVKDGRZVWDJH¶ZDVD
popular English expression referring to motion pictures,33 and the role of the shadow 
as an expressive cinematic tool undeniably grew with the evolution of German 
Expressionist filmmaking, the milieu in which Siegfried was produced. 
The fLOP FULWLF DQG /DQJ¶V ELRJUDSKHU Lotte H. Eisner, writing in her 1952 
book The Haunted Screen, claims the shadow in post-First World War German 
cinema WR EH µDW RQFH FRQFUHWH DQG XQUHDO¶ DVVHUWLQJ that the µVKDGow becomes an 
LPDJH RI 'HVWLQ\¶34 Eisner makes direct reference to Siegfried in observing that at 
µWKHHQWUDQFH WR WKHFKDPEHUZKHUH6LHJIULHG¶VERG\ OLHV+DJHQ LVSUHFHGHGE\KLV
shDGRZZKLFKEHWUD\VKLPDV WKHNLOOHU¶ (fig. 1.7).35 (LVQHU¶V UHIOHFWLRQVRQVKDGRZ
culminate in a deeper investigation of Schatten [Warning Shadows] (Arthur Robison, 
1923), whose ambiguous shadows VKHGHVFULEHVDVKDYLQJµD)UHXGLDQLQVSLUDWLRQ¶36 
Such notions pervade the distended shadows of 1920s German cinema; the work of 
Lang and Von Harbou, both before and after Siegfried, makes exaggerated use of the 
ERG\¶Vshadow as representative of a dark and enigmatic psychological force, as can 
be seen in tense moments in both Dr. Mabuse, der Spieler (1922) and M (1931) (figs 
1.8 and 1.9).37 
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 0D[LP*RUN\µ7KH/XPLqUH&LQHPDWRJUDSK¶LQThe Film Factory: Russian and Soviet Cinema in 
Documents 1896±1939, ed. by Richard Taylor and Ian Christie (Abingdon and New York: Routledge, 
1988), pp.25±26 (p.25). 
33




 Lotte H. Eisner, The Haunted Screen: Expressionism in the German Cinema and the Influence of 
Max Reinhardt, trans. by Roger Greaves (London: Thames & Hudson, 1969), pp.17, 130. To support 
her argument, Eisner lists sequences from Das Cabinet des Dr Caligari (Robert Wiene, 1920), 
Nosferatu (F.W. Murnau, 1922), The Student of Prague (Henrik Galeen, 1926), Tabu (F.W. Murnau, 
1931), and The Four Devils (F.W. Murnau, 1928) (pp.129±(LVQHU¶VELRJUDSK\RI/DQJLVLotte 
H. Eisner, Fritz Lang, trans. by Gertrud Mander (London: Secker and Warburg, 1976). 
35
 Eisner, The Haunted Screen, p.131. 
36
 Eisner, The Haunted Screen, p.136. 
37
 The English subtitles used in the 2003 Eureka DVD edition of M have the troubled protagonist 
describing his feeling of acting outside of himself in terms of shadow, with the German expression 
µYHUIROJWPLFK¶>µSXUVXHVKDXQWVPH¶@WUDQVODWHGDVµ,VKDGRZP\VHOI¶ 
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Also manipulating the expressive capacity of the shadow is the contemporary 
work of German animators such as Lotte Reiniger (fig. 1.10) and Walter Ruttmann 
(fig. 1.11), both of whom collaborated upon the stark dream sequence in Siegfried in 
ZKLFKWKHSURWDJRQLVW¶VGHDWKLVSRUWHQGHG(fig. 1.12).38 As Eisner emphasises in her 
book, the English subtitle of which is Expressionism in the German Cinema and the 
Influence of Max Reinhardt, this range of screen material has a reciprocal relationship 
with a wider visual language of Expressionism. This includes the influential theatre of 
Max Reinhardt but also the painting of German artists such as Christian Schad (fig. 
1.13) and, later, Felix Nussbaum (fig. 1.14). In these examples, intensified shadows 
contribute to the expression of interiority: the shadow silently intimating and 
authenticating a vision of internal psychology and identity, illustrating, for example, 
the psychoanalyst Carl -XQJ¶Vequation RIWKHVKDGRZZLWKµWKHXQFRQVFLRXV¶.39 
More recently, Akira Lippit emphasises such a correlation between the shadow and 
the subsisting presence of that which is secret and hidden, when he refers to the 
SUDFWLFH RI SV\FKRDQDO\VLV DV D µvirtual science, perhaps, of the shadow, a shadow 
VFLHQFH¶40 
The capacity of the shadow to speak for the complexities of the mind seems 
well established, then, though the nature of such a shadow language can range 
between the revelatory psychological µtruths¶ of Lavater, the sense of representational 
inauthenticity described by Gorky, and the kind of troubled interiority probed in 
psychoanalysis. Through reflection also upRQ /DQJ¶V FRQWHQWLRQ DFFRUGLQJ WR
Siegfried Kracauer, that Siegfried DQG LWV VHTXHO µmight be considered a true 
PDQLIHVWDWLRQ RI WKH *HUPDQ PLQG¶41 6LHJIULHG¶V VKDGRZ can be understood as 
                                                 
38
 The shapes of darkness and light were animated by Ruttmann using models constructed by Reiniger, 
and depict a privileged visualisation of interiority. Reiniger had produced silhouette titles and credits 
IRU8ID¶VDer Rattenfänger von Hameln [The Pied Piper of Hamlyn] in 1918 and for Der fremde Fürst 
[The Foreign Prince] in the same year. Her Die benteuer des Prinzen Achmed [The Adventures of 
Prince Achmed] was released by Ufa in 1926. 
39
 $V-XQJSURFODLPV LW LV µDJRRG WKLQJ WRGHWDFK WKHPDQ IURPKLVVKDGRZ WKHXQFRQVFLRXV¶ &DUO
Gustav Jung, Psychological Types; Or, the Psychology of Individuation, trans. by Helton Godwin 
Baynes (London: Routledge and Kegan Paul, 1923), p.203). The notion that a shadow reveals an 
authentic though hidden identity is a visual tactic that remains prevalent today and can be seen in 
promotional materials for a number of popular films, largely from the fantasy genre and depicting male 
bodies, such as Star Wars Episode I: The Phantom Menace (George Lucas, 1999) (fig. 1.15) and The 
Amazing Spider-Man (Marc Webb, 2012) (fig. 1.16). 
40
 Akira Mizuta Lippit, Atomic Light (Shadow Optics) (Minneapolis and London: University of 
Minnesota Press, 2005), p.13. 
41
 Kracauer, From Caligari to Hitler, p.92. .UDFDXHU FLWHV/DQJ¶V µ:RUDXI HVEHLP 1LEHOXQJHQ-film 
DQNDP¶ UHSULQWHG LQ *HKOHU DQG .DVWHQ Fritz Lang, p.170). This is the programme 
[Programmbroschüre] that acFRPSDQLHGWKHILOP¶VRULJLQDOUHOHDVH 
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expressive of both the psyche and of the potential for the cinematic mode to operate 
as a conduit to and from the imagination. However, aV WKH ILOP¶V EULef shadow 
sequence suggests, the shadow is never entirely rid of the body. The shadow enacts 
that which any cinematic image of the body can be thought to do: in representing the 
body, it offers up an alternative to the body, as part of a subtle new body of film, light, 
shade and screen. As I have shown, 6LHJIULHG¶V VKDGRZ can be understood to 
annunciate this relationship between the body and its cinematic equivalent: a coming 
together of the visible and the invisible that seems to leave an µDWWHQXDWHGUHPQDnt; a 
IRUPIURPZKLFKWKHVXEVWDQFHKDVGHSDUWHG¶42 
Whilst resonating with discourses of light and shadow of its period, 
6LHJIULHG¶V LQYLVLEOH ERG\ VXUHO\ UHODWHV also to another collection of contemporary 
cinematic representations of unconventional bodies: bodies that share a characteristic 
tension between visuality, psychology, materiality and embodiment. Such figures, 
primarily male, include: the clay automaton of Der Golem, wie er in die Welt kam 
[The Golem: How He Came Into the World] (Carl Boese and Paul Wegener, 1920); 
the title character of Der Student von Prag [The Student of Prague] (Henrik Galeen, 
1926), which closely relates to Peter Schlemihl, though with the reflection taking the 
role of the shadow; Paul Orlac, the pianist whose newly transplanted hands seem to 
have a mind of their own in Orlacs Hände [The Hands of Orlac] (Robert Wiene, 
1924); and the vampire Count Orlok in Nosferatu (F.W. Murnau, 1922). The latter 
ILOP¶V potent imagery of the disembodied shadow is used to convey something of 
whDW%UDP6WRNHUUHIHUVWRLQWKHILOP¶VVRXUFHQRYHODracula as the vampiric 
DELOLW\ WR µDW WLPHV YDQLVK DQG FRPH XQNQRZQ¶43 At the climax of the film, the 
YDPSLUH¶V seemingly bodiless shadow advances up a staircase, enters a doorway, 
intent on molesting its prey (fig. 1.17), whose walls are hung with silhouette portraits 
WKDW PLPLF WKH YDPSLUH¶V bearing.44 The apparent immateriality of this shadow 
presence, its status as DQ µattenuated remnant¶, is confirmed only as the morning 
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VKDGRZVZKLFKLVQRQHRWKHUWKDQWKHNLQJGRPRIILOP¶$QWRQ.DHV Shell Shock Cinema: Weimar 
Culture and the Wounds of War (Princeton and Oxford: Princeton University Press, 2009), pp.123, 
 6WRNHU¶V QRYHO QRWDEO\ LQVLVWV WKDW WKH YDPSLUH µVKRZV QR VKDGRZ¶ DQG WKDW µKH PDNH LQ WKH
PLUURU QR UHIOHFW¶ Dracula, p.307). This lack of reflection, a fairly recurrent attribute in vampire 
ILFWLRQ VHHPV WR FRPSRXQG WKH ILJXUH¶V SHUYHUVH FRUSRUHDO LGHQWLW\ WHVWLI\LQJ IXUWKHU WR D WHQVH
relationship with representation. 
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sunlight fades it out of existence, a lap dissolve combining with a cut to replace the 
paling outline with a puff of smoke (fig. 1.18). The visual dissolve here expresses 
exactly the disintegrated condition of the vampire, his manipulation of shadow one of 
a range of unnatural powers that mingle presence with absence, uncomfortably 
shifting between the embodied and the immaterial, his power manifesting as the 
blowing open of a curtain, or as his body divides into a plague of rats.45 
%\ FRQWUDVW 6LHJIULHG¶V VKDGRZ WKRXJK LWVHOI SUHgnant with morbid 
foreboding, speaks more quietly of both immateriality and absence. The story it tells 
is that of a persistent, present body, firmly located in time and space, with a stable 
relationship with both light and the environment in which the body is immersed. Here, 
the invisible body acts as a discreet agent of interruption ± coming between light and 
shadow, between foreground and background, between vision and representation ± 
and the shot itself interrupts a concentrated depiction of the act of looking (fig. 1.19). 
As the moment unfolds, the shadow passes across the cinema screen, but also across 
the retina of the spectator, who might feel themselves blinking as their eyes dart about 
the image to make sense of this special effect. Before the five seconds have passed, 
the viewer will have accepted thH LQWHJULW\ RI 6LHJIULHG¶V ERG\ and understood his 
distinct, bounded presence in both time and space. This shadow testifies that the 
invisibility of this body, though magically invoked, is grounded, if not entirely in the 
optics, then in the material physics of the natural world. It is this undermining of 
6LHJIULHG¶VVXSHUQDWXUDODQGLUUDWLRQDODWWULEXWHVWKDWFRQWULEXWHVWRWKHXQGHUVWDQGLQJ
± by viewers both within and without the diegesis ± that SiegIULHG¶V RVWHQVLEO\
invincible body remains a mortal one. 
,Q DQQXQFLDWLQJ WKH LQYLVLEOH ERG\ 6LHJIULHG¶V VKDGRZ WKXV LQVLVWV XSRQ D
relationship between thinking and the body. It intimates both interiority and 
corporeality, expressing the cognitive operations of the intellect as it enacts an 
XQGHUVWDQGLQJ RI WKLV ERG\¶V PDWHULDOLW\ 7KH VLJKW RI 6LHJIULHG¶V VKDGRZ DQG
knowledge of his corporeal presence, is received visually by Hagen and Gunther, and 
WKLV VFRSLF GLVFHUQPHQW RI 6LHJIULHG¶V LQYLVLELOLW\ LV Lndicative of the rationality of 
those characters, whose banal pretensions towards civilised superiority are expressed 
throughout via an exaggerated sense of visual order that incorporates pattern and 
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visual symmetry. Such tendencies are clearly pitched in opposition to Siegfried, who 
initially emerges from the irrational world of magic and the supernatural only to find 
himself increasingly incorporated into the rational and civilised world of court and 
state that is exemplified by the royal court at Worms.46 Amidst the ordered ranks of 
soldiers that assemble behind Hagen and Gunther as Siegfried becomes invisible, the 
glaring sun illuminates the scene, suggesting Hagen and Gunther as emissaries of the 
rational enlightenment (fig. 1.20). In common with the enlightened ambitions of 
/DYDWHU¶V ZRUN WKH SURILOH VKDGRZ LQ Siegfried communicates a transfer of 
knowledge, exemplifying a strategy of intellectual illumination. And though the 
SURGXFWLRQ RI 6LHJIULHG¶V VKDGRZ VHUYHV WR LOOXVWUDWH D SDVVDJH RI LQWHOOHFWXDO 
understanding, its darkness can equally be read as a blind spot: a dark patch that 
assumes a fixed vantage point, restricted as it is to a singular source of illumination. 
The seemingly assured knowledge of Hagen and Gunther, the clear 
antagonists of the piece, is thus in some way incomplete. Although they see the 
shadow, they do not see the full picture: the trajectory of fate that will engulf them. 
Consequently, the shadow ± and so invisibility ± can be considered in terms of a gap 
in knowledge, in the same way as it presents a gap in vision. Walter Benjamin uses 
the imagery of the shadow as part of a meditation on thinking in a short passage 
KHDGHGµ6KRUW6KDGRZV¶1929). He writes: 
 
Toward noon, shadows are no more than the sharp, black edges at the feet of 
things, preparing to retreat silently, unnoticed, into their burrow, their secret 
being. Then, in its compressed, cowering fullness, comes the hour of 
Zarathustra ± WKHWKLQNHULQµWKHQRRQRIOLIH¶LQµWKHVXPPHUJDUGHQ¶)RULWLV
knowledge that gives things their sharpest outline, like the sun at its zenith.47 
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For Benjamin, the shadow serves as a key ingredient in the visualisation of thinking.48 
In relation to this piece, WKHVFKRODU*HUKDUG5LFKWHUKDVZULWWHQRI%HQMDPLQ¶VLQWHUHVW
LQµFRJQLWLRQ¶ RYHUµXQGHUVWDQGLQJ¶DQGVR how: 
 
For Benjamin, what is significant about thinking is not its teleological 
progression from one certain fact of knowledge to the next, the progressive 
movement of covering the terrain that is to be fully thought, but rather an 
appreciation of the leap or crack, the blind spot without which conceptual 
thinking cannot occur.49 
 
7KHVKDGRZRI6LHJIULHG¶VLQYLVLEOHERG\H[SUHVVHVMXVWVXFKDEOLQGVSRWDPRPHQW
in which vision and thought collide in an incomplete way; a sight of the unseen 
through which can be understood the difficulties and deficiencies of absolute 
knowledge.50 
It is at the end of this sequence that Siegfried begins to turn, breaking 
completely the Lavaterian profile and further promoting this shadow presence as that 
of a three-dimensional body: a solid, rotating mass that enlivens this doubly flattened 
scheme with a sense of the depth of the cinematic z axis, as the body executes a subtly 
dizzying turn (fig. 1.21). Their witnessing of this moment casts Hagen and Gunther as 
film spectators, and the sight of this image ± through which the immaterial and the 
material coincide ± can be understood to stimulate all such spectators towards a 
thoughtful phase of reflection upon the sensual experience of embodied invisibility, 
LPDJLQLQJWKHIXQFWLRQLQJDQGIOHVK\FRQVWLWXWLRQRI6LHJIULHG¶VLQYLVLEOH frame. The 
shadows of the two, slightly off centre, also resemble those of the director and camera 
operator of the shot; eYHQ+DJHQ¶VRQHJRRGH\HVSHDNVRIWKHVLQJOHDSHUWXUe of the 
cine-camera, while the grain of the film base seems hard to distinguish from the 
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coarse terrain it represents.51 As received in the screening room, the cinematic body 
has no choice but to exist as a somewhat insubstantial form of light and shade, 
projected from a fixed point in space onto a flat surface, the screen. It is just such a 
projection that the viewer receives RI6LHJIULHG¶VVKDGRZRQVFUHHQLWPLJKWDSSHDU
as if cast from a light source in the auditorium; it passes across the screen, turning at 
the last as though belonging to an audience member finding their seat. It is a 
projection within a projection and, produced as it is by a cinematic superimposition, it 
LV D GRXEOLQJ WKDW FRPSHQVDWHV IRU 6LHJIULHG¶V PRPHQWDU\ ODFN RI D SURSHU ERG\
image. In this way it speaks for a multiplicity of views being directed at the focal 
point of the invisible body. Such a complex intersection prompts reflection upon 
/LSSLW¶V VXJJHVWLRQ WKDW the µFLQHPD VFUHHQ VHSDUDWHV VSDFH HVWDEOLVKHV RUGHUV DQG
relations between phenomenal and existential, if not metaphysical space: the space 
between life and its shadow, but also between discrete orders of life, movement and 
animation. The screen is a deep surface that brings together two velocities in an 
imminent colliVLRQ¶52 Such a depth is well in evidence here. 
6LHJIULHG¶V VKDGRZ LV ERWK D V\PERO RI KLV LQYLVLEOH ERG\ DV ZHOO DV WKH
product of the dense materiality of that form. From the angle at which it appears, it is 
notable that this shadow itself is only visible thanks to the invisibility of the body, 
which would otherwise have obscured it. This shadow stands as a qualification of the 
visual sense, and the invisible body to which it is bound serves as a site at which the 
stuff of both psyche and cinema are materialised, WKHERG\¶V visual absence enabling a 
reconfiguration of thinking about presence. In this prosaic shadow, the psychological 
will not be divested from the corporeal, nor from the sensual: it implicates the body in 
schemes of both perception and thought that resonate with some phenomenological 
writings of the period, to which I will turn in Part three. For now, I am reminded of 
Friedrich 1LHW]VFKH¶VFKDUDFWHULVDWLRQRIWKRXJKWVDVµthe shadows of our sensations ± 
always darker, emptier, simpler than tKH\¶,53 thus characterising thought as a 
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 LeviQKDVUHPDUNHGWKDW LW LVDVLI µ6LHJIULHGLVWKHDFWRUXQGHU+DJHQ¶VGLUHFWLRQ¶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condition of and in deference to the senses, which I will go on to explore further in 




This initial part has begun to unpack an understanding of the invisible body as an 
agent of thought, thinking, interiority and the intellect, and so serves as an important 
introduction WR WKH PDLQ PRYHPHQWV RI WKLV FKDSWHU )DOOLQJ EHIRUH 6LHJIULHG¶V
invisible body, the image of his shadow literally foreshadows a fuller explication of 
his invisible form. It speaks of the materiality and mortality of that body, and portends 
an understanding of the nature and culture of this invisible form, but also begins to 
express a relationship between invisibility, thinking and the body. In the dark spot of 
vision that this shadow brings can be found the beginnings of a system of thinking for 
which a kind of embodied invisibility is an essential component. Part two will move 
beyond this shadow in order to explore in detail the succeeding eight-minute sequence 
LQ ZKLFK 6LHJIULHG¶V invisible body is fully visualised and its constitution further 
elaborated. As has been shown, in cinema, shadow is a necessary darkness: the 
medium of invisibility that enables the visual to be reproduced and represented. If this 
tension between light and shadow can be thought of as a defining medium of the 
visual sense, VXFK WHQVLRQ LQ 6LHJIULHG¶V shadow invites its viewers into a phase of 
meditation upon the invisible body in which invisible form is made distinctly visible, 
and through which the nature of the senses themselves, and of their relationship with 
cinema, might begin to be interrogated. Part two will thus take some time to question 






                                                                                                                                            
UHPDUNVWKDWµ,WLVQRWXQWLO1LHW]VFKHWKDWWKHSUHVHQFHRIVKDGRZVDGXPEUDWLRQVDQGIRUHVKDGRZLQJV
will be received with an appropriate regard for the subversive truth the\DQQRXQFH¶ 'DYLG0LFKDHO
Kleinberg-Levin, 7KH3KLORVRSKHU¶V*D]H0RGHUQLW\LQWKH6KDGRZVRI(QOLJKWHQPHQW (Berkley, CA: 
University of California Press, 1999), p.414.) 
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Two: The Constitution of the Invisible Body 
 
With the matter of 6LHJIULHG¶V LQYLVLEOH ERG\ thus approached via a dark vision of 
shadow, WKH ILOP¶VYLHZHU LVHQFRXUDJHG WRscrutinise what can be understood as an 
underside of vision, and in doing so to understand something more of the body that 
ZLOO QRW EH VHHQ (LVQHU¶V IRUFHIXO FRQWHQWLRQ WKDW µ[n]othing in Lang is façade; 
everything is three-GLPHQVLRQDO DQG VSDWLDO¶ suggests an exploration beyond the 
shadow on the ground, to flesh out the invisible body, its materialities and 
physicalities. I shall begin such an exploration here through interrogating that which 
the shadow brings. As indicated earlier, Siegfried¶V invisibility is employed to assist 
*XQWKHU DV WKH NLQJ PHHWV %UXQKLOG¶V FKDOOHQJH LQ ZKLFK DV VKH LQIRUPV KLm, he 
PXVW WULXPSK WKUHH WLPHV LQRUGHU WR FDSWXUHKHU µLQ WKH VWRQHKXUO LQ WKHGLVWDQFH
MXPS LQ WKH VSHDU WKURZ¶54 Confident, in light of the sight of the shadow, of 
6LHJIULHG¶V DVVLVWDQFH WKH HPEROGHQHG*XQWKHU PDNHV D ILVW WKH thrown shadow of 
which deepens gradually upon %UXQKLOG¶V VKLHOG DOLJQLQJ DEVROXWHO\ *XQWKHU¶V
SUHWHQFH RI PLJKW ZLWK WKH SUHVHQFH RI 6LHJIULHG¶V VKDGRZ (fig. 1.24). The contest 
begins: Brunhild immediately demonstrates great strength and agility as she throws a 
huge rock an incredible distance, before leaping through the air to cover the same 
ground, standing triumphantly as her people, all women, surround her. As the 
watching Gunther glowers, in the darkness behind him the face of the still invisible 
Siegfried emerges into vLHZ6LHJIULHG¶VVWUDQJHYLVLELOLW\KHUHRSHUDWHVLQV\PSDWK\
ZLWKKLVVSHHFKDVKHZKLVSHUVLQWRWKHNLQJ¶VHDUWRµVWD\VWURQJ¶WHOOLQJKLPWKDWµ,
VKDOO VOLQJ WKH VWRQH IRU \RX , VKDOO FDUU\ \RX LQ WKH MXPS¶ (fig. 1.25).55 When 
Gunther then leans forward to collect a giant rock, it seems to rise miraculously from 
the ground; strong arms momentarily fade into view, showing Siegfried secretly 
OLIWLQJWKHURFNRQWKHNLQJ¶VEHKDOIEHIRUHEHVWLQJWKHGLVWDQFHRI%UXQKLOG¶VWKURZ
(fig. 1.26). For the second challenge, the full body of Siegfried appears, still brightly 
lit and semi-transparent to confirm his invisibility, as he bends to lift Gunther, 
carrying him in a giant leap (fig. 1.27). With this done, the final contest begins, and a 
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disturbed Brunhild takes up her shield and spear, which she prepares to launch. As 
*XQWKHUGHIHQVLYHO\KROGVXS+DJHQ¶VVKLHOG6LHJIULHGDJDLQIDGHVLQWRYLHZKLVOLSV
RQFH PRUH ZKLVSHULQJ LQWR *XQWKHU¶V HDU DV KH EUDFHV WKH VKLHOG ZLWK KLV SRZHUIXO
arms (fig. 1.28). With 6LHJIULHG¶VLQYLVLEOHDVVLVWDQFH%UXQKLOG¶VVSHDULVKDUPOHVVO\
deflected (fig. 1.29). As Gunther readies himself to throw the spear back at his 
opponent, a cut introduces a close view of his dark, gloved hand grasping the 
ZHDSRQ¶V VKDIW 6LHJIULHG¶V ULVing hand then fades into view, bare and dazzlingly 
bright (fig. 1.30)WRWDNHKROGRIWKHVSHDUDQGODXQFKLWLQWR%UXQKLOG¶s shield, which 
is split in two; the deceived Queen is left on her knees, broken and distraught, as a 
fade out signals the end of this sequence (fig. 1.31). In this section, I will further 
probe the flesh of the invisible body, both by more closely examining its apparent 
material properties DQG E\ HQIOHVKLQJ WKH FKDSWHU¶V RSHQLQJ WKHPHV LQ D more 
particular historical and cultural context. 
The relatively dark palette of this sequence provides one indication that the 
arena of the shadow has been entered into; the dark tones are also necessary to 
SURSHUO\ DFFRPPRGDWH WKH EULJKW DSSHDUDQFHV RI 6LHJIULHG¶V GLHJHWLFDOO\ LQYLVLEOH
body. To make this effect a legible one, this body has been necessarily overexposed, 
and this exaggerated non-diegetic lighting reveals something of the studio setting, and 
WKHILOP¶VZLGHUUHOLDQFHXSRQDUWLILFLDODQGHOHFWULFVSRWOLJKWLQJ, itself innovative for 
the time.56 SLHJIULHG¶V LQLWLDO LQWURGXFWLRQ DW WKH RXWVHW RI WKH ILOP makes use of 
similarly dazzling light in an ostentatious depiction of his powerful upper torso ± 
naked until he enters the civilised, clothed society of Worms ± that is strongly lit from 
beneath to emphasise his physicality as he powerfully forges his sword, Gram, in the 
smithy, while his weak supervisor Mime cowers in the corner of the room (fig. 
1.32).57 This performance of forging is also suggestive of the particular construction 
of SiegfULHG¶VERG\LWVFRUSRUHDOIUDPHthus infused with attributes of iron or steel. As 
Sabine Kienitz has observed, many Germans hoped that the First World War would 
VHUYH DV D µVWHHO EDWK¶ [Stahlbad] WKDW µZRXOG GLVFLSOLQH DQG WUDQVIRUP WKH PDQ
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 Levin describes well the numerous binary oppositions between Siegfried and Mime in this opening 
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laughs, Mime scowls; Siegfried strides, Mime shuffles; Siegfried is trusting, Mime is a schemer; 
6LHJIULHG LV VWURQJ 0LPH LV ZHDN 6LHJIULHG KDV IORZLQJ EORQG KDLU 0LPH¶V KDLU LV ZLOG DQG GDUN
Here, then, is a good object of identification ± offset, presumably to underscore his appeal, by a bad 
REMHFW¶/HYLQRichard Wagner, Fritz Lang and the Nibelungen, pp.102±103.) 
Chapter One  55 
softened by ciYLOLDQVRFLHW\LQWRDVROGLHUKDUGDVPHWDO¶DQRWLRQRIKDUGPDVFXOLQLW\
further popularised by Ernst Jünger in his 1920 book Storm of Steel.58 While the poem 
Das Nibelungenlied describes the Tarnkappe as endowing 6LHJIULHGZLWKµWKHVWUHQJWK
of twelve be\RQGWKDWRIKLVRZQSRZHUIXOIUDPH¶59 here, in SiegfriedWKHFKDUDFWHU¶V
immense strength appears more natural than supernatural, with the actor Paul 
5LFKWHU¶V SK\VLFDO SUHVHQFH GHPRQVWUDWLQJ VRPHWKLQJ RI WKH HQWKXVLDVP IRU VWURQJ
athletic bodies in 192V*HUPDQ\$QWRQ.DHVKDVDUJXHGWKDW5LFKWHU¶VERG\LQWKLV
role is employed with the task of performing the German nation: its sculptural 
TXDOLWLHVDQGWKHSRVHVLWHQDFWVFRPELQHLQDVWDWXHVTXHERG\µKDUNLQJEDFNWR*UHHN
art and foreshadowing the NazLV¶DSSURSULDWLRQRILW¶60 
7KLV VHQVH RI 6LHJIULHG¶V PDWHULDO LQWHJULW\ LV UHSHDWHGO\ SUHVHQWHG LQ VWDUN
contrast to a visual lexicon of dissolution in which he is shrouded by visible vapours 
of one kind or another, an effect that also contributes to his aura of the supernatural. 
He is shown surrounded by steam when working in the smithy (fig. 1.33), riding 
through the misty Odenwald forest (fig. 1.34) and the dense fog of the Nibelung realm 
(fig. 1.35),61 standing near the spray of a waterfall (fig. 1.36) and contending with the 
smoke that issues from a GUDJRQ¶VPDZ(fig. 1.37). His corporeal attributes of density, 
strength and power are only exacerbated when Siegfried slays the dragon and bathes 
in its blood and so becomes almost entirely invincible (fig. 1.38). In these early scenes 
WKHYLWDOSUHVHQFHRI6LHJIULHG¶VERG\LVH[DJJHUDWHGLQV\PSDWK\ZLWKWKHDXGLHQFH¶V
probable familiarity with its tragic vulnerability. This tension between invincibility 
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 6DELQH .LHQLW] µ%RG\ 'DPDJH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S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of the sexes is constructed. >«@7KH PDWHULDOLW\RI WKHERG\KDV DKLJKO\ V\PEROLFTXDOLW\ WKURXJK
which among other things gender, gender difference and gender identity are constructed in social 
DFWLRQ¶SS±186.) 
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 The Nibelungenlied, trans. by A.T. Hatto, revised edn (London: Penguin Books, 1969), p.54. 
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 $QWRQ.DHVµ6LHJIULHG± $*HUPDQ)LOP6WDU3HUIRUPLQJWKH1DWLRQLQ/DQJ¶VNibelungen )LOP¶LQ
The German Cinema Book, ed. by Tim Bergfelder, Erica Carter and Deniz Göktürk (London: British 
Film Institute, 2002), pp.63±70 (p3DXO5LFKWHU¶VSK\VLTXHDV6LHJIULHGLVDOVRGLVFXVVHGLQ.DULQ
Bruns, Kinomythen 1920±1945: Die Filmentwurfe der Thea von Harbou (Stuttgart: Metzler, 1995). 
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 $FFRUGLQJWR(LVQHUWKLVµGHQVHPLVW>«@ZDVSURGXFHGE\WKHXVHRIILUHH[WLQJXLVKHUV6ince it was 
a hot spring day, the wan sunbeams pouring through the glass walls and roof [at the Neubabelsberg 
studio] gave the suspended vapour and [sic] eerie atmospheric affect [sic]. Lang attempted to repeat the 
effect, but at the next try the fog simpl\GLVSHUVHGDERXWWKHVWXGLR¶(LVQHUFritz Lang, p.75.) 
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and corporeal fragility can be read in relation to the post-war context from which the 
ILOP HPHUJHV 7KH YDSRURXV DWPRVSKHUHV RI WKH VPLWK\ WKDW VZLUO DERXW 6LHJIULHG¶V
bare body indicate an intense thermodynamic regime DQG LPEXH WKH ILOP¶V IDQWDV\
pseudo-historical milieu with properties of the industrial age; although endowed with 
PDJLFDOSURSHUWLHV6LHJIULHG¶VERG\LVFOHDUO\HQOLYHQHGE\WKLVLQGXVWULDOFRQWH[W62 It 
VSHDNVIRUWKH)LUVW:RUOG:DU¶VYLROHQWLQWHQVLILFDWLRQRILQWHUDFWLRQVEHWZHHQERG\
and environment: a climax of industrial accident, in which the integrity and fragility 
of the human body must be rethought. The crystallisation of such a philosophical 
process finds apt expression in the powerful yet tragically mortal figure of Siegfried. 
The inescapable drawing of the naive, rural Siegfried into the machinations of politics 
and war, with fatal consequences for his seemingly invincible body, resonated with 
many audiences around Europe, but particularly in WKHILOP¶V native Germany, where 
the cost of war ± with over two million military deaths and over four million military 
wounded ± had been so high.63 7KDWWKHSK\VLFDOLW\RI6LHJIULHG¶VERG\LVPDQLSXODWHG
by the scheming political minds of Gunther and Hagen, before being fatally discarded, 
connects him securely with many ordinary soldiers whose enthusiastic commitment to 
fight in the First World War was to serve opaque political ends.64 
,QLWVSDVVDJHIURPWKHVWDWXHVTXHWRZDUGVGHFD\6LHJIULHG¶VERG\can thus be 
thought of as a hysterically dissolving, dematerialising one, and it is through its 
invisibility that these tensions can most potently be expressed. Petra Rau describes 
V*HUPDQ\DVµWKHVLWHRIDVFHSWLFDOGLVFRXUVHDERXWZKDWPRGHUQLW\GRHVWRWKH
ERG\¶ QRWLQJ WKH QDWLRQ WR EH µLQFUHDVLQJO\ VHHQ DV an aggressive and hyperbolic 
manLIHVWDWLRQ¶RIµWKLV³EDG´PRGHUQLW\RIWKHPHFKDQLVWLFDJH¶VKHDOVRHPSKDVLVHV
WKHUROHRIµ*HUPDQFRXQWHU-impulses, which, from the 1890s onwards, demanded the 
liberation of the body from industrial instrumentalization through the life reform 
movement, Freikörperkultur, physical culture and the Wandervogel youth 
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 :ULWLQJDERXWWKHHIIHFWRIWKH)LUVW:RUOG:DURQ*HUPDQFLQHPD.DHVUHPDUNVXSRQWKHµ>JODULQJ@
contradiction between modern industrialized war and the irrational, illogical, and fantastic witKLQ LW¶
UHIHUULQJ WR(UQVW-QJHU¶VGHVFULSWLRQRIFRPEDWH[SHULHQFHDVµOLNHDJKRVWO\PDQLIHVWDWLRQ LQ
EURDG GD\OLJKW¶ DQG WR (ULF /HHG¶V 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WKRXJKWVDQGXQELGGHQDVVRFLDWLRQV¶.DHVShell Shock Cinema, p.122). 
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 Lang himself had been wounded during the First World War. 
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 Indeed, Kaes devotes a chapter of his book Shell Shock Cinema  HQWLWOHG µ0\WK 0XUGHU DQG
5HYHQJH¶WRDQH[HJHVLVRI/DQJDQG9RQ+DUERX¶VDie Nibelungen, in which he QRWHVWKDWWKHILOPV¶
µSRVWZDUSRSXODULW\¶VXJJHVWV WKH\ZHUH µSDUWRIDZLGHVSUHDGGLVFRXUVH WKDW VRXJKW WRZRUN WKURXJK
WKHWUDXPDWLFH[SHULHQFHRIZDUDQGQDWLRQDOGHIHDW¶.DHVShell Shock Cinema, pp.131±166 (p.146)). 
Dieter Dürrenmatt also describes the films as a challenge to aspects of the Versailles Treaty (Dieter 
Dürrenmatt, Fritz Lang: Lenen und Werk (Basel: Museum des Films, 1982)). 
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PRYHPHQW¶ FLWLQJ WKLV DV D µJHQXLQHO\ SRSXODU RUJDQL]HG PDVV SKHQRPHQD WKDW
would characterize German corporeal modernity in the 1920s, reaching across classes 
DQG SROLWLFDO DIILOLDWLRQV¶ Siegfried thus evokes this climate that, Rau argues, 
LQGLFDWHGIRUVRPHFRQWHPSRUDU\REVHUYHUVµ*HUPDQ\¶VZKROHVRPHreturn to an old, 
PRUHRUJDQLFZD\RI OLIHP\WKLFDO LQ LWVFRUSRUHDOSRZHU¶65 It is such a scheme of 
oppositional tendencies and corporeal uncertainties that Siegfried bridges and 
articulates, constructing its paradoxical depiction of a body both invincible and fatally 
vulnerable, and that is visibly invisible.66 
0RVW VWULNLQJO\ FRQWUDVWHG ZLWK 6LHJIULHG¶V IUDPH LV WKDW RI WKH LQHIIHFWXDO
King Gunther, and it is through the intricacies of their physical relationship that a 
further interrogation can proceed: of the operations of the invisible body as part of a 
performance of uncertain and overdetermined masculinity, the kind of attempted 
µUHPDVFXOLnisDWLRQ¶WKDWDVDQXPEHURIUHFHQWZRUNVKDYHVXJJHVWHGZDVDpervasive 
method of accommodating the emasculations of the male First World War experience. 
Such emasculations went beyond the exposure to wounding, corresponding with the 
HYROYLQJ ZRPHQ¶V Povement and the changing roles for women at this time.67 
7\SLFDO RI WKLV LV WKH HYROYLQJ V FKDUDFWHULVDWLRQ RI WKH µQHZ PDQ¶ WKH
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 Petra Rau, English Modernism, National Identity and the Germans, 1890±1950 (Farnham: Ashgate, 
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University Press, 1998); Michael Hau, The Cult of Health and Beauty in Germany: A Social History, 
1890±1930 (Chicago: University of Chicago Press, 2003); Chad Ross, Naked Germany: Health, Race 
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2[IRUGDQG1HZ<RUN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Great War (London: Reaktion Books, 1996). 
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 )LQWDQ:DOVKKDVREVHUYHGWKDWµUHFHQWVWXGLHVKDYH revealed how throughout the twentieth century, 
national crises and trauma (translated as emasculating) have been quickly followed by periods of 
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fashionable figure that Susan Laikin Funkenstein describes DVDµUDWLRQDODQGPDWWHU-
of-facWILJXUH¶ZKRLV known µIRUKLV style and embodiment of a modern, mechanized, 
DQGFDSLWDOLVW VRFLHW\¶ DQG µDVVRFLDWHGZLWK )RUGLVW HIILFLHQF\ FODULW\RI YLVLRQ DQG
SUHFLVLRQRIPRYHPHQW¶68 Funkenstein refers to Siegfried .UDFDXHU¶VVXPPDU\
of the new man LQWHUPVRIDµ>F@leanly shaved face, whose cool features, apart from 
EHLQJ FKDUDFWHUL]HG E\ LQWHOOHFW UHQRXQFH DQ\ LQGLYLGXDO PHDQLQJ¶ DQG ZKRVH
µFRQGLWLRQHGVSRUWVPDQ¶VERG\¶HIIHFWHGµFRQWUROOHGPRYHPHQWV¶DQGµLQFRQVSLFXRXV
EHKDYLRXU¶,69 also citing 5XGROI .D\VHU¶V  XQGHUstanding of the new mDQ¶V
DSSHDUDQFHDVµEHDUGOHVVZLWKDVKDUSSURILOHDUHVROXWHORRNLQWKHH\HVDQGDVWHHO\
WKLQERG\¶70 These descriptions resonate strongly with that of Siegfried, though with 
some significant inconsistencies. While it would be too much of a stretch to describe 
WKHQDLYH6LHJIULHGDVµFKDUDFWHUL]HGE\LQWHOOHFW¶it can instead be observed how his 
invisible presence operates as a medium of interiority and the intellectual: its strange 
visualisation enabling the viewing of an act of embodied thinking. Similarly, 
6LHJIULHG¶V PDJLFDO P\WKRORJLFDO LQYLVLELOLW\ can be thought of as undermining the 
strong sense of rationality that drives many conceptions of the new man, though this 
deft handling of magic and propensity for invisibility can also be framed in terms of a 
fluency of technological expression in which are found traces not of magic but of the 
vicissitudes of the cinematic apparatus. But where the figure of Siegfried comes 
closest to the new man is in his corporeal negotiation of both visuality and the 
inconspicuous: well expressed in the visible invisibility of his sculpted body. 
Similar tendencies can also be observed in the other high-profile case of 
invisible presence in 1924: that of the American film The Thief of Bagdad (Raoul 
Walsh).71 Late in the film, the eponymous thief demonstrates acuity as he intuitively 
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 The Thief of Bagdad was first shown at the Liberty Theater in New York on 18 March 1924, less 
than one month after Siegfried had premiered at the Ufa Palast am Zoo cinema in Berlin on 24 
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uncovers DµPDJLFFKHVW¶FRQFHDOHGEHQHDWKDµFORDNRILQYLVLELOLW\¶(fig. 1.39). When 
the thief comes to use the cloak, his disappeared form is that of a cyclonic force that 
breaks through ranks of soldiers to enter an impenetrable palace, through which the 
vaguely shimmering distortion of his powerful invisible form swiftly whirls, defeating 
many guards before carrying away the imprisoned princess, removing the cloak only 
for the two to share a sensual kiss (fig. 1.40). These moments of bodily invisibility 
emphasise the physical might of the invisible body, which operates as an elemental, 
cyclonic force, extending the tKLHI¶V DOUHDG\ G\QDPLF PDVFXOLQH SK\VLFDOLW\ ± as 
pOD\HGE\WKHILOP¶VSURGXFHU'RXJODV)DLUEDQNVKHLVDFUREDWLFVKLUWOHVVDQGZKLWH± 
to a new level. Indeed, along with actors such as Fairbanks, Rudolph Valentino and 
Ramon Novarro, the figure of Paul Richter can be considering in relation to George L. 
0RVVH¶VFRQWHQWLRQWKDWµWKHPLGGOHDQGODWHVVDZWKHULVHRIWKHPDOHILOPVWDU
DV D VH[ V\PERO¶72 Of such male stars, Mosse writes that: µ+H ZDV LPPHDVXUDEO\
strong, wise, and subtle; his body would become more harmonious, his movements 
more rhythmiFKLVYRLFHPRUHPXVLFDO¶73 In their invisible forms, both Fairbanks and 
Richter can be understood to exemplify the kind of American athleticism and 
ingenuity that, when exported to Europe, strongly informed conceptions of the 
Weimar new man, such as in KD\VHU¶VDVVHUWLRQ LQGHILQLQJ WKHQHZPDQ WKDW LW Ls 
µaltogether fitting to the method of Americanism that it expresses itself very strongly 
in the corporal, that it possesses body-VRXO¶DQGWKDWLWµhas a strong and exact relation 
not only to the exactnHVVRIDPDFKLQHRUJDQL]DWLRQHFRQRP\EXWDOVRWRQDWXUH¶74 
6LHJIULHG¶V visually unstable body, whose vacillation between visibility and 
invisibility frames it as a parainvisible object and resonates with its further 
vacillations between vitality and frailty, can be persuasively read as symptomatic of 
ZKDW KDV EHHQ GHVFULEHG DV µ:HLPDU PDVFXOLQLW\ LQ FULVLV¶75 The sequence I am 
interrogating, in which a somewhat anxious and intermingling confusion of 
                                                                                                                                            
February. Both films have been understood as important to the fantasy genre in cinema, both are 
adapted from influential literary sources (One Thousand and One Nights and Das Nibelungenlied 
respectively), and both had been similarly expensive to produce; apparently The Thief of Bagdad cost 
$1,135,654.65 (Jeffrey Vance and Tony Maietta, Douglas Fairbanks (Berkeley, CA: University of 
California Press, 2008), p.153). 
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masculinities are faced off against an army of women led by the powerful Brunhild, 
locates fluxing masculine identity in relation to a particular kind of female role, 
which, in a context in which German women were first able to vote at a national level 
the day after the First World War had ended,76 itself communicates something of the 
post-war shifts in traditional female roles in German and European society. This is a 
context of social change that involves shifting gender identities and roles, and in 
which an invisible male body stands against a vision of wholly emancipated woman ± 
WKHµQHZZRPDQ¶ ± the UHSUHVHQWDWLYHRIZKDWKDVEHHQFDOOHGµILUVW-ZDYHIHPLQLVP¶. 
%UXQKLOG¶V GHIHDW WKXV UHIOHFWV Barbara D. Wright¶V suggestion that µWKH FRQFHSWXDO
IUDPHZRUN RI ZKLFK WKH ³QHZ PDQ´ ZDV D SDUW OLWHUDOO\ GHPDQGHG DV his 
FRPSOHPHQWDU\ RSSRVLWH DQ ³HWHUQDO´ ± or in our view, a very traditional ± kind of 
ZRPDQ ,Q RWKHU ZRUGV WKH ³QHZ PDQ´ VLPSO\ FDQQRW EH DGHTXDWHO\ XQGHUVWRRG
ZLWKRXW³ZRPDQ´¶77 
When, in Siegfried *XQWKHU DJDLQ HQOLVWV 6LHJIULHG¶V DVVLVWDQFH LQ
overpowering Brunhild, to whom he is now married and who resists his sexual 
DGYDQFHV LW LV D UHVWDWHPHQW RI WKH HDUOLHU HYHQW 7KDW WKH VPDVKLQJ RI %UXQKLOG¶V
shield can be understood as symbolic of her rape is confirmed when Siegfried, having 
used the Tarnkappe not to become invisible but to take the form of Gunther, forces 
%UXQKLOG WR VXEPLW LQ WKH NLQJ¶V EHGFKDPEHU VR FHPHQWLQJ WKH NLQJ¶V LOOHJLWLPDWH
domination over her.78 $V6LHJIULHG¶VERG\PHWDPRUSKRVHVaffecting the weakened, 
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following January. See, for example, Kathleen Canning, Gender History in Practice: Historical 
Perspectives on Bodies, Class, and Citizenship (New York: Cornell University Press, 2006), p.218. 
77
 %DUEDUD':ULJKWµ³1HZ0DQ´(WHUQDO:RPDQ([SUHVVLRQLVW5HVSRQVHVWR*HUPDQ)HPLQLVP¶
The German Quarterly, 60.4 (Autumn 1987), 582±599 (p.583). If the strong and independent Brunhild 
HPERGLHV LQ VRPH ZD\V WKH µQHZ ZRPDQ¶ VKH DOVR GLVWXUEV WKH FRQVHUYDWLYH VWDWXV TXR DQG WKH
SKLORVRSKLHV RI WKH V *HUPDQ ULJKW $V 5GLJHU *UDI ZULWHV µSXEOLFLVWV RI WKH SROLWLFDO ULJKW
tended, in general, to confine women to their traditional female roles and tasks. Only an orientation of 
ZRPHQ WRZDUG WKHLU DOOHJHG ³QDWXUH´ WR WKH KRPH DQG WKH IDPLO\ ZDV VXSSRVHG WR FRQWULEXWH WR
*HUPDQ\¶VUH-emergence. To the realization of the new man and a new time. In the end, many authors 
of tKH ULJKW FODLPHG WKDW WKH ³QHZ PDQ´GHPDQGHGRI WKH ZRPDQ DERYH DOO WREH D PRWKHU:KLOH
WKHUHZDVVSDFHIRUZRPHQLQGLVWLQFWO\IHPDOHRFFXSDWLRQV³QHZZRPHQ´HFRQRPLFDOO\LQGHSHQGHQW
unmarried, and unwilling to have children, posed a serious threat toward this right-wing vision of 
QDWLRQDOUHQHZDO5DWKHUWKDQDQWLFLSDWLQJ*HUPDQ\¶VIXWXUHWKH\ZHUHDWWDFNHGDVHPERGLPHQWVRILWV
SRVVLEOHIXWXUHGHFOLQHDQGGHVWUXFWLRQ¶5GLJHU*UDIµ$QWLFLSDWLQJWKH)XWXUHLQWKH3UHVHQW³1HZ
:RPHQ´ DQG 2WKHU %HLQJV RI WKH )XWXUH LQ :HLPDU *HUPDQ\¶ Central European History, 42.4 
(December 2009), 647± S 7KH ILJXUH RI %UXQKLOG FOHDUO\ ILWV WKLV SURILOH RI WKH µQHZ
ZRPDQ¶µHFRQRPLFDOO\LQGHSHQGHQWXQPDUULHGDQGXQZLOOLQJWRKDYHFKLOGUHQ¶ 
78
 In Das Nibelungenlied KDYLQJ WROG *XQWKHU WKDW µ, VKDOO HQWHU \RXU URRP LQ P\ PDJLF FORDN VR
VHFUHWO\ WKDW QRQH VKDOO VHH WKURXJK P\ ZLOHV¶ 6LHJIULHG H[WLQJXLVKHV WKH OLJKWV DQG LQ KLV LQYLVLEOH
form forces Brunhild to submit, before Gunther takes his place and Siegfried thus departs (The 
Nibelungenlied, p.90). This English prose translation is based primarily upon Manuscript B, in which 
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ineffectual frame of Gunther, its instability performs a vacillation between alternative 
masculinities (fig. 1.416LHJIULHG¶VGLVJXLVHDJDLQDFFRPSDQLHVDVHOI-conscious and 
hysterical performance in which sexual potency and impotence coincide. The earlier 
sequence of invisible combat is discussed in psychoanalytical terms by David Levin, 
ZKR UHDGV WKLV VHTXHQFH DV µD JUDSKLF DFFRXQW RI WKH WKUHDW RI FDVWUDWLRQ¶ DQG WKH
VFKHPHDVµRQHWKDWUHQGHUVWKHSKDOOXVFRYHUW¶79 As Levin explains: 
 
When Siegfried (dis-DSSHDUVDV*XQWKHU¶V invisible aide, the film prefigures 
WKHOLWHUDOWHUPVRI/DFDQ¶VIDPRXVFODLPWKDWWKHSKDOOXVFDQRQO\SOD\LWVUROH
when veiled. Here the phallic claim is issued in its withdrawal: it would appear 
that Gunther is powerless, but the phallus ± in its new, improved, invisible 
form ± is with him. And that is the problem, for although the phallus is with 
him, it is not his to wield. In thus gaining Brunhild for Gunther, Siegfried 
rescues phallic authority, both in the particular (and particularly emasculated) 
form of King Gunther, but also in the more general sense of regaining the 
SKDOOXVIRUPHQ'HVSLWH*XQWKHU¶VDSSDUHQWYLFWRU\± or because it is merely 
apparent ± WKHNLQJ¶VFODLPVWR%UXQKLOGDQGKLVDXWKRULW\RYHUKHUDUHKDUGO\
legitimate: she will challenge them soon enough.80 
 
7KH NH\ IXQFWLRQ RI 6LHJIULHG¶V LQYLVLELOLW\ LV LWV IDFLOLWDWLRQ RI D PDVTXHUDGH RI
SRZHU6LHJIULHG¶VLQYLVLEOHSUHVHQFHGLVJXLVHVWKHYLVLEOHZHDNQHVVRI.LQJ*XQWKHU
to effect an undeserved and improbable victory over Brunhild, who is thence 
subjected to both rape and imperialism. It is this maintenance of a conservative order 
of gender relations that makes this invisible body so appropriate as representative of 
the qualities of the new man: as a force for conservatism that operates behind and 
beneath its pretensions towards newness. Just as they are expressed, however, these 
achievements are undermined by the double image that is seen, which makes explicit 
the construction and artifice of this deceit through which Brunhild is reduced to an 
µHWHUQDOZRPDQ¶WKHIRUHYHUHQIHHEOHGIHPDOHFRXQWHUSDUWWRWKHG\QDPLFQHZPDQ 
The construction of this strong white body is observed in tandem with its 
LQYLVLEOHSHUIRUPDQFHDVSDUWRI.LQJ*XQWKHU¶VFRQTXHVWRI4XHHQ%UXQKLOGDQGKHU
lands, and such a confluence connects with 5LFKDUG '\HU¶V XQGHUVWDQGLQJ RI KRZ 
constructions of whiteness in western culture ± what he describes as WKHµinvisibility 
RIZKLWHQHVV¶± propagate repressive and difficult to identify schemes of power. With 
                                                                                                                                            
no instance of metamorphosis is described, though in some later variations on the story the Tarnkappe 
(or its equivalent device) does perform this function. Sometimes, as in the Völsungasaga, the cause of 
the transformation is a spell or potion. 
79
 Levin, Richard Wagner, Fritz Lang and the Nibelungen, p.110. 
80
 Levin, Richard Wagner, Fritz Lang and the Nibelungen, p.110. 
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specific reference to Siegfried'\HU¶VFRQWHQWLRQWKDWµWKHEXLOWERG\DQGWKHLPSHULDO
HQWHUSULVHDUHDQDORJRXV¶ carries particular weight.81 As he continues: 
 
The built body sees the body as submitted to and glorified by the planning and 
ambition of the mind; colonial worlds are likewise represented as inchoate 
terrain needing the skill, sense and vision of the coloniser to be brought to 
order. The muscle hero has landscaped his body with muscles and he controls 
them superbly and sagely; the lands of the muscle film are enfeebled or raw 
bodies requiring discipline. The built white male body and colonial enterprise 
DFWDVPLUURUVRIHDFKRWKHUDQGERWKHYHQDV WKH\GLVSOD\ WKHZKLWHPDQ¶V
magnificent corporeality, tell of the spirit within.82 
 
This passage could easily serve as description for the defeat of Brunhild, amidst the 





As has been shown, the cinematic body of Siegfried, and its propensity for 
invisibility, can be understood as having been stimulated in relation to a collection of 
cultural concerns in and around 1920s Germany, although the particular constitution 
of this body complicates any attempt to produce a stable and absolute interpretation. 
With these cultural contexts of corporeality in mind, it is time to draw closer in an 
exploration of precisely how the peculiarities of this invisible body are manifested on 
screen, accommodating in this venture some pertinent theoretical components from 
contemporary writings on both film and philosophy. Part three will thus move 
towards a closer understanding of the sensual experience in which this particular body 
LV HQJDJHG ,I WKH YLVXDOLVDWLRQ RI 6LHJIULHG¶V LQYLVLELOLty can be considered as a 
hysterical exhibition of unstable and insecure identity ± of both masculine identity and 
corporeal identity ± then its presentation can also be considered in terms of unstable 
sensory identity. In the paradoxical site at which visuality and invisibility coincide, in 
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 Richard Dyer, White (London and New York: Routledge, 1997), pp.3, 165. 
82
 Dyer, White, p.165. 
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 -RKQ7HUFLHU LQYRNHV'\HUZKHQKHZULWHV WKDW µ,Q:HVWHUQFXOWXUH WKH IDFW WKDWZKLWHQHVV LV WKH
norm cloaks it with invisibility. It allows the white man to attain the Enlightenment intellectual ideal, 
the observing subject without properties ± that is to say an object. [...] But there is a price to be paid for 
WKLV FORDN RI LQYLVLELOLW\ XQGHUQHDWK LW OXUNV >LQ '\HU¶V ZRUGV@ WKH ³GHVRODWH VXVSLFLRQ RI QRQ-
H[LVWHQFH´ the erasure of subjectivity ± GHDWK¶ -RKQ 7HUFLHU µ,QWURGXFWLRQ¶ LQ Room 5, 1.1 
[Whiteness] (London: Lawrence and Wishart, 2000), 16±21 (p.20).) 
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which the invisible body is firmly located, is there instituted a sensual language ± a 
language of sensuality ± that can be interrogated and so comprehended? Part three 
will ask: To what extent is this vision of SiegfriHG¶VERG\ to be understood in extra-
visual terms, as a feeling for the body, a hearing of the body, or a thinking with the 
body? How, indeed, can such an understanding assist in an address of the paradoxes 
inherent in this visible±invisible, vulnerable±invulnerable form, thus producing a 
FULWLFDO SHQHWUDWLRQ WKDW UHFRJQLVHV 6LHJIULHG¶V DSSDUHQWO\ VXSHUKXPDQ ERG\ DV DQ
exemplary human one? 
 
 
Three: Invisibilities, Sensualities 
  
One way of approaching the intimacies of 6LHJIULHG¶V invisible body is to consider the 
method through which its invisibility is generated. To enter into invisibility, Siegfried 
operates the Tarnkappe, and does so privately.84 The poem Das Nibelungenlied 
GHVFULEHV KRZ WKLV GHYLFH DOORZV LWV XVHU WR EHFRPH µLQYLVLEOH WR DOO¶ DQG VR PRYH
µVHFUHWO\ DQG XQVHHQ¶ DQG LW LV VXFK D FRQFHDOLQJ JDUPHQW ZLWK µNDSSH¶ VLJQLI\LQJ
FORDNRUKRRG WKDW IDFLOLWDWHV6LHJIULHG¶V LQYLVLELOLW\ LQPRVWYHUVLRQVRI WKHVWRU\85 
The particularly ragged, webbed design of this textile in Siegfried serves to emphasise 
the tactility of the object.86 Siegfried wins the Tarnkappe after being attacked in the 
PLVW E\ WKH GZDUI $OEHULFK 6LHJIULHG¶V DJLOLW\ DQG VWUHQJWK DUH WRR PXFK IRU WKH
dwarf, whose invisibility is ineffective as Siegfried deftly places his hands on his 
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 Each of the three times the Tarnkappe is used in the film, the user puts it on in secrecy, in an 
unobserved place: Alberich in the hollow of a tree; Siegfried outside the Icelandic castle door; and, 
ILQDOO\ 6LHJIULHG RXWVLGH %UXQKLOG¶V TXDUWHUV 7KH SRHP LWVHOI UHODWHV KRZ WKH 7DUQNDSSH LV IHWFKHG
µIURP LWV KLGLQJ SODFH¶ DQG DIWHU EHLQJ XVHG LW LV QRWHG WKDW 6LHJIULHG µKDG WKH SUXGHQFH WR WDNH KLV
PDJLFFORDNDQGVWRZLWDZD\DJDLQ¶The Nibelungenlied, pp.64, 68). 
85
 The Nibelungenlied, p.64. The Tarnkappe is one of a number of magical objects, in Germanic, and 
other, mythological traditions, that have the power of bestowing invisibility upon their wearer. Other 
similar items include, in Germanic mythology, the Wunschmantel [wishing cloak], the Vogelnest 
>ELUG¶VQHVW@WKHWishing Hat, and from other traditions, the uddehatt [cape hat], the Ring of Gyges and 
$UWKXU¶V0DQWOH0LFKDHO+DOGDQHQRWHVWKDWGHYLFHVOLNHWKH7DUQNDSSHSURPRWHµDPRUDODQ[LHW\DVWR
how the individual would handle the freedom of being unseen, and the fear of active invisibility. 
:HDULQJ*\JHV¶V ULQJRU WKH :LVKLQJ-Hat may also entail corruption, conferring the liberty to fulfil 
dark, suppressed desires; and humankind may find it easier to avoid temptation than to take the test and 
UHVLVW¶ 0LFKDHO +DOGDQH µ)URP 3ODWR WR 3XOOPDQ ± The Circle of Invisibility and Parallel Worlds: 
Fortunatus, Mercury and the Wishing-+DW 3DUW ,,¶ Folklore, 117.3 (December 2006), 261±278 
(p.267)). 
86
 The imagery of the film might be contrasted with alternative visualisations of this scenario, such as 
(XJHQ 1HXUHXWKHU¶V LOOXVWUDWLRQ IRU DQ  HGLWLRQ RI Whe story (fig. 1.42) (Der Nibelungen Noth 
(Stuttgart: J.G. Cotta, 1843), p.85). 
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assailant, nimbly using his fingers in place of his eyes (fig. 1.43). The dynamic 
PRWLRQRI6LHJIULHG¶VERG\LVLQWHQVLILHGDV5LFKWHUPLPHVWKHSUHVHQFHRI$OEHULFK¶V
invisible body, before stretching out his fingers in space as a cut shows Siegfried to 
KDYHVHL]HGWKH7DUQNDSSHIURP$OEHULFK¶VKHDG(fig. 1.44). This sensory conjunction 
of sight and touch is important. As a hand-held device that maps to the contours of the 
KHDG WKH 7DUQNDSSH¶V FRQWDFW ZLWK ERWK ILQJHUV DQG IDFH HQJDJHV WKH VHQVHV at the 
moment it makes the body invisible: covering the eyes, but also the brain, the 
ostensible location of thinking.87 )XUWKHU WR WKLV LW LV 6LHJIULHG¶V ILQJHULQJ RI WKH
7DUQNDSSHSULRUWRGHIHDWLQJ%UXQKLOGWKDWUHYHDOVWKHEHJLQQLQJRI6LHJIULHG¶VLGHD
as to how he might defeat her (fig. 1.45); it is a thinking through touch: a tactile 
meditation upon invisibility. Siegfried may be a naive viewer, as is expressed well by 
commentators such as Frances Guerin and David Levin, but, as is seen here, he does 
much of his thinking not with his eyes but with his fingers.88 7KH7DUQNDSSH¶VDELOLW\
WRHQDEOH6LHJIULHGµWRWDNHRQDQ\IRUP¶, as the film states, correlates his invisibility 
with a sense of deeper corporeal instability, and the application of the invisibility 
device can thus be understood to associate unconventional modes of thought ± 
thinking with the fingers ± with a reconfiguration of sensory conventions. 
It is notable that different adaptations describe the Tarnkappe in alternative 
ways, providing it wiWK GLIIHUHQW IXQFWLRQV +HEEHO¶V SOD\ Die Nibelungen (1860±
18 GHVFULEHV LW DV WKH 1HEHONDSSH PHDQLQJ µPLVW FORDN¶ VR FRQIHUULQJ DQ
indistinct, elemental invisibility,89 ZKLOH LQ 5LFKDUG :DJQHU¶V RSHUD Der Ring des 
Nibelungen (1848±1874) it is called the Tarnhelm, a magical helmet for which 
invisibility is a secondary function to metamorphosis and also teleportation.90 
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 +DOGDQHZULWHVWKDWWKHW\SHRIJDUPHQWLPSOLHGE\µNDSSH¶DOVRVXJJHVWVWUDYHODGLVDSSHDUDQFHLQ
RQH SODFH RU VSDFH WKDW PD\ UHVXOW LQ DQ DSSHDUDQFH LQ DQRWKHU +DOGDQH µ)URP 3ODWR WR 3XOOPDQ¶
S+DOGDQHDOVRDUJXHVWKDWµ7KHSXUSRVHRIWUDYHOLV WRJDLQH[SHULHQFHDQGNQRZOHGJHDQGDV
travel enriches the mind, it is perfectly natural that an object that facilitates travel should be one that 
FRYHUVWKHKHDG¶0LFKDHO+DOGDQHµ7KH7UDQVODWLRQRIWKH8QVHHQ6HOIFortunatus, Mercury and the 
Wishing-+DW¶Folklore, 117.2 (August 2006), 171±189 (p.185)). 
88
 See, for example: Guerin, A Culture of Light, pp.137±141; Levin, Richard Wagner, Fritz Lang and 
the Nibelungen, pp.84± /HYLQ UHIHUV WR 6LHJIULHG¶V LQHIILFLHQW ORRNLQJ DV D IRUP RI µQDLYH
VSHFWDWRUVKLS¶S 
89
 $V +DOGDQH VWDWHV µ)ROORZLQJ WKH HW\PRORJ\ RI WKH ZRUG D Nibelung is someone surrounded by 




DQG WKHQ µ+H YDQLVKHV DQG D FROXPQ RI VPRNH WDNHV KLV SODFH¶ (Richard Wagner, Das Rheingold. 
Vorspiel zu der Trilogie: Der Ring des Nibelungen, trans. by H. Corder and F. Corder (Mainz and 
London: Schott, 1882), p.41.) 0RUHHPSKDWLFDOO\HPSKDVLVHGLVWKH7DUQKHOP¶VSRZHUµWRWXUQWKHHWR
any shape; / RU ORQJ¶VW WKRX IRU IDU-RII ODQGV  LQD IODVK IOLJKWFDQVW WKRXZLQJ¶ (Richard Wagner, 
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Interrogating the sources available to Von Harbou and Lang reveals that many 
versions of the story dispense altogether with the dimension of invisibility,91 such as 
the 1912 Italian film production, Sigfrido [Siegfried] (Mario Caserini), possibly the 
earliest screen adaptation of the story.92 If invisibility has been a relatively flexible 
and disposable attribute of the figure of Siegfried, then its central import for Von 
Harbou and Lang is remarkable, though this was not initially the case; both the 
screenplay of the film and the VHW GHVLJQHU (ULFK .HWWHOKXW¶V PHPRLUV GHVFULEH WKH
intention for Siegfried to appear as Gunther in the contest sequence, having used the 
7DUQNDSSH¶VSRZHUVIRUPHWDPRUSKRVLVQRW LQYLVLELOLW\93 In describing this visually 
complex dimension of the story, the filmmakers were clearly keen to extend the 
possibilities of the cinematic medium, diverting from the screenplay in order to 
experiment with trick effects.94 Located in the Tarnkappe are currents both of archaic 
magic and contemporary technology ± the term itself would be adopted by the 
German military of the inter-war period to describe a small camouflage garment that 
was issued to soldiers ± 95 DQG6LHJIULHG¶VXVHRIWKLVGHYLFHORFDWHVKLPLQDFDWHJRU\
RI FLQHPDWLF EHLQJV ZKRVH VXSHUQDWXUDO DELOLWLHV HTXDWH WR WKH ILOPPDNHUV¶
technological capacity to effect the impossible.96 The conjunction emphasised in this 
Tarnkappe of invisibility and metamorphosis also brings out notions of alchemical 
                                                                                                                                            
Götterdämmerung. Dritter Tag aus de Trilogie: Der Ring des Nibelungen, trans. by H. Corder and F. 
Corder (Mainz and London: Schott, 1876), p.22.) 
91
 In some adaptations of Das Nibelugenlied WKH RPLVVLRQ RI 6LHJIULHG¶V LQYLVLELOLW\ LV GXH WR WKH
incorporation of elements from the related Icelandic Völsungasaga, in which the phenomenon does not 
feature, and that itself had been popularly retold by William Morris in 1876. (William Morris, The 
Story of Sigurd the Volsung and the Fall of the Niblungs (London: Ellis and White, 1876).) 
92
 Although this film is now considered lost, its invisibility-less plot is described in detail in the 
IROORZLQJ FRQWHPSRUDU\ UHYLHZ µ³6LHJIULHG´ $ 0DJQLILFHQW 7KUHH 5HHO 6SHFLDO IURP WKH *HUPDQ
+HUR6WRU\E\$PEURVLR¶Moving Picture World, 14.6 (19 November 1912), 545. 
93
 Erich Kettelhut, Der Schatten des Architekten0QFKHQ%HOOHYLOOHSee, also, Levin, Richard 
Wagner, Fritz Lang and the Nibelungen, p.110. Levin describes in detail some of the key differences 
between the screenplay and the completed film. 
94
 As Guerin notes with reference to this film and otKHUVRIWKHSHULRGµWKHUHFXUUHQFHRIH[WUDRUGLQDU\
special effects to represent magical forces strongly suggests that these myths and legends presented the 
challenge and opportunity to explore the technological capacities specific to the medium. Magical 
WUDQVIRUPDWLRQV ZHUH LGHDO IRU IRUHJURXQGLQJ WKH ZRQGHUV RI FLQHPD¶ *XHULQ A Culture of Light, 
p.113.) 
95
 The military issue Tarnkappe was also called the Zeltbahn. See, for example, Jean-Denis G.G. 
Lepage, Hitler Youth, 1922±1945: An Illustrated History (Jefferson, NC and London: McFarland, 
2009), pp.144±145. 
96
 *XHULQ KDV GHVFULEHG VXSHUQDWXUDO ILJXUHV VXFK DV &RXQW 2UORN LQ 0XUQDX¶V Nosferatu) and 
0HSKLVWRSKHOHVLQ0XUQDX¶VFaustWREHµWKHSHUIHFWYHKLFOHVIRUWKHGLVSOD\RIWKHFLQHPDDWLWVPRVW
adventurous. They are proxy diegetic figures who enable a filmic representation of that which is most 
magical about the cinema. They perform magical tricks that transgress the logic of earthly time and 
space. And they revel in the special effects of the cinHPD WR PDNH WKHVH WUDQVJUHVVLRQV¶ *XHULQ A 
Culture of Light, p.121). 
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change, and it is in these reorganisations of body and image that the magical±
LQGXVWULDOHIIHFWVRIWKH7DUQNDSSHH[SUHVVWKHQDWXUHRIµWULFN¶HIIHFWVof the time.97 
When Siegfried becomes invisible, pulling the Tarnkappe over his face, the 
gradual, steady disappearance is conveyed through a dissolve effect, a cinematic 
technique derived from magic lantern shows (fig. 1.46). This dissolve connects 
6LHJIULHG¶V GLVDSSHDUDQFH ZLWK WKH latent dissolution of his body, and this sense of 
disintegration proceeds further in the succeeding sequence, as the impermeable unity 
RI 6LHJIULHG¶V ERG\ is undermined in its invisible form as it is visualised as 
fragmented body parts that fade into view through precise lighting effects (fig. 1.47). 
Again, these visual effects derive from a nineteenth-century imaging technique: the 
VWDJHLOOXVLRQSRSXODULVHGLQDVµ3HSSHU¶V*KRVW¶98 in which a sheet of reflective 
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 Many contemporary reviews singled out the special visual effects of Siegfried for especial praise. 
)ROORZLQJWKHILOP¶V86UHOHDVH WKH1HZ<RUNHerald Tribune QRWHGWKDWµWKHWULFNVof photography 
DQGWKHVSOHQGLGHIIHFWV IRUZKLFKWKH*HUPDQILOPVDUHIDPHGDSSHDULQ6LHJIULHG¶Herald Tribune, 
TWG LQ µ³6LHJIULHG´6XUSULVHV¶ The Film Daily  $XJXVW   SZKLOH&KLFDJR¶V
Photoplay PDJD]LQH UHPDUNHG XSRQ µ>D@ FROossal and amazing achievement in film stagecraft and a 
WULXPSK IRU WKH *HUPDQ PDJLFLDQV ZKR ZRUN WKHLU DUWV DW WKH 8ID VWXGLR¶ µ7KH 6KDGRZ 6WDJH $
5HYLHZRIWKH1HZ3LFWXUHV¶Photoplay Magazine, 29.3 (August 1925) 50±53, 102±103 (p.50)), and 
Mordaunt Hall of the New York Times ZURWH RI WKH ILOP WKXV µ,Q D PHDVXUH LW LV SURGXFHG ZLWK D
technique that belongs to old legends, and on this ground its failings may be overlooked. It matters not 
whether the characters are sufficiently convincing, as there is so much that is weird throughout this 
pictorial effort. But to take it as a narrative there are some entrancing incidents which are unfolded with 
D FHUWDLQ JUDFH DLGHG JUHDWO\ E\ WKH ZL]DUGU\ RI WKH FDPHUD >«@ 2QH ZRQGHUV ZKDW ZLOO EH WKH
outcome of King GXQWKHU¶VMRXUQH\DQGWKHUHIRUHWKHDVVLVWDQFHUHQGHUHGKLPE\6LHJIULHG¶VDELOLW\
to cause himself to disappear is welcome to the viewer. This stretch is well filmed with double 
exposure of effects; these same photographic tricks enable other feats to bHSUHVHQWHG¶0RUGDXQW+DOO
µ'LH 1LEHOXQJHQ 6LHJIULHG ¶ New York Times, 24 August 1925 
<http://www.nytimes.com/1925/08/24/movies/104280480.html> [accessed 14 April 2012] (paras. 2, 6 
of 33)). The London journal Pictures and the Picturegoer wrote thus: µ7KDW WKH VFUHHQ H[FHOV HYHU\
RWKHUPHGLXPIRU WKHSUHVHQWDWLRQRI IDQWDV\DQG OHJHQG WKLV UHPDUNDEOHDFKLHYHPHQWFOHDUO\VKRZV¶
µ6LHJIULHG WKH 'UDJRQ 6OD\HU $ 0DVWHUSLHFH RI $UWLVWLF 3URGXFWLRQ¶ Pictures and the Picturegoer, 
7.41 (May 1924), 12±1S7KHVDPHPDJD]LQHZRXOGODWHUGHVFULEHWKHILOPDVµ>D@QXQXVXDODQG
EHDXWLIXOSLFWXULVDWLRQRIWKH6LHJIULHGP\WKZLWKILQHWULFNHIIHFWV¶Pictures and the Picturegoer, 8.48 
(December 1924), 95 (p.95)). Of those directly involved with the camerawork ± Carl Hoffman, 
Gunther Rittau, Eugen Schüfftan and Walter Ruttmann ± it is likely that Rittau was chiefly responsible 
for organising the invisibility and metamorphosis effects of dissolve and superimposition. Klaus 
Kreimeier notes that Rittau is somewhat guarded in discussing the effects used in Metropolis in 
interviews from the late 1920s, so suggesting that the retention of mystery concerning cinematic 
LOOXVLRQPD\KDYHEHHQ WKHSROLF\RI WKH ILOP¶VSURGXFWLRQFRPSDQ\8ID .ODXV.UHLPHLHU The Ufa 
6WRU\$+LVWRU\RI*HUPDQ\¶V*UHDWHVW)LOP&RPSDQ\±1945, trans. by Robert and Rita Kimber 
(Berkeley, CA and London: University of California Press, 1999), p.155). 
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 'HYHORSHGE\+HQU\'LUFNVDQG-RKQ+HQU\3HSSHU µ3HSSHU¶V*KRVW¶ZDVQDPHGDIWHU the latter, 
who first used the technique to depict the spectral double of the protagonist in a December 1862 stage 
SURGXFWLRQRI&KDUOHV'LFNHQV¶VQRYHOOD7KH+DXQWHG0DQDQGWKH*KRVW¶V%DUJDLQ. (See Helen 
*URWK µ5HDGLQJ 9LFWRULDQ ,OOXVLRQV 'LFNHQV¶V Haunted Man DQG 'U 3HSSHU¶V ³*KRVW´¶ Victorian 
Studies, 50.1 (Autumn 2007), 43±7RP*XQQLQJUHIOHFWVWKDWWKHFDVHRI3HSSHU¶V*KRVWDOORZVXV
WRXQGHUVWDQGWKDWµDVDUWVHPSOR\LQJYLUWXDOLPDJHVFLQHPDDQGPDJLFPRYHWRZDUGDQLQWHUVHFWLRQ¶
(Tom *XQQLQJµ³:HDUH+HUHDQG1RW+HUH´/DWH1LQHWHHQWK-Century Stage Magic and the Roots of 
&LQHPD LQ WKH $SSHDUDQFH DQG 'LVDSSHDUDQFH RI WKH 9LUWXDO ,PDJH¶ LQ A Companion to Early 
Cinema, ed. by André Gaudreault, Nicolas Dulac and Santiago Hidalgo (Malden, MA: Wiley-
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glass is angled in such a way between scene and viewer that it can present a bright but 
transparent reflection of an offstage figure within a comparably dark onstage 
environment. The transposition of this technique into screen media makes similar use 
of strong lighting and mirrored surfaces to bring into the frame elements of the off 
screen that would otherwise be invisible, and so introducing something of the off-
VFUHHQ FRQGLWLRQV RI WKH ILOP¶V SURGXFWLRQ 7KH GDUN HQYLURQPHQW DJDLQVW ZKLFK
Siegfried is seen to stand is occupied by the figure of Gunther. An enveloping 
darkness is eVVHQWLDOWRWKHVXFFHVVRIWKH3HSSHU¶V*KRVW illusion, but in Siegfried it 
also indicates an entry into the shadow of the invisible body, in which is found an 
alternative source of invisible, intellectual illumination: access to an alternative way 
RI WKLQNLQJ DERXW WKH ERG\ 6LHJIULHG¶V VXSHUQDWXUDO DWWULEXWHV DUH ZHOO H[SUHVVHG
through the bright superimposition that occurs, incorporating along the way attributes 
of double-exposure spirit photography, such as that perfected by William Mumler in 
the 1860s (fig. 1.48), and it is in this fusion of theatrical and photographic tradition 
WKDW 6LHJIULHG¶V LQYLVLEOH ERG\ RSHUDWHV 7KH LQWHJUDWLRQ RI 3HSSHU¶V *KRVW into the 
context of cinematic production fosters some particular shifts, however; Tom 
*XQQLQJUHPDUNVWKDWLQLWVVWDJHLQFDUQDWLRQWKHLOOXVLRQµVXSHULPSRVHGWKHZRUOGRI
WKH YLUWXDO LPDJH RQ WKH UHFRJQL]DEOH ZRUOG RI IOHVK DQG EORRG¶ SURGXFLQJ D
µWUDQVSDUHQWSKDQWRP¶WKDWµKRYHUHGRYHUUHDODFWRUVPRYLQJDPRQJthem, visible yet 
immaterial, allowing sword thrusts to pass through its body and seeming to pass 
WKURXJKZDOOVDQGWRGLVVROYHLQWRDLU¶99 With this process refigured in the context of 
cinematic projection, it can be noted that the reflection of Siegfried¶VLPDJHUHQGHUVLW
no less material than that of Gunther: it belongs to a body for which sword thrusts, as 
will be seen DWWKHILOP¶VFOLPD[SRVHDYHU\UHDOWKUHDW$QG, yet, the immateriality of 
WKH µSKDQWRP¶H[SUHVVHVEHVW LWV IXQFWLRQDV DSV\FKRORJLcal event ± through which 
haunting can be associated with processes of memory and trauma ± and, despite the 
physicality of the superimposed image of the invisible Siegfried, where the two 
processes come together is in their depiction of a psychological vision.100 I will now 
                                                                                                                                            
Blackwell, 2012), pp.52±S$KLVWRU\RIWKH3HSSHU¶V*KRVWLOOXVLRQLVGHVFULEHGLQGHWDLOE\




 ,Q 3DXO 5RWKD¶V VWXG\ RI FLQHPD ILUVW SXEOLVKHG LQ  EHIRUH EHLQJ UHYLVHG DQG HQODUJHG WKH
DXWKRU UHPDUNV XSRQ WKH XVH RI WKH PLUURU µIRU WKH EULOOLDQW UHSUHVHQWDWLRQ RI D PDQ¶V VXEFRQVFLRXV
WKRXJKWV¶QRWLQJDVHTXHQFHLQ(UQ|0HW]QHU¶VVKRUWPolizeibericht Überfall [Accident], in which 
WKH UHIOHFWLRQVDUHJURVVO\GLVWRUWHG WRGHPRQVWUDWH WKLV WHFKQLTXHµDW LWVEHVW¶ 3DXO5RWKD The Film 
Till Now: A Survey of the Cinema (New York: Twayne, 1960), pp.275±276). 
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FRQVLGHU WKH ZD\V LQ ZKLFK 6LHJIULHG¶V LQYLVLEOH SUHVHQFH provides a distinct 
phenomenon of both objective materiality and subjective interiority. 
As with the symbol of the shadow, the cinematic description of invisible form 
in this sequence provides an opportunity to express something of the relationship 
between the cinematic apparatus and the apparatus of the mind. At the outset of his 
1924 book Visible Man, the Hungarian film theorist Béla Balázs defines µWKH
FLQHPDWRJUDSK¶ DV µD WHFKQROogy for the multiplication and dissemination of the 
SURGXFWVRI WKHKXPDQPLQG¶101 6LHJIULHG¶V LQLWLDO IDGLQJRXW DORQJZLWK WKH VXEWOH
fades that occur throughout the sequence, can equally be considered in relation to 
%DOi]V¶s later thoughts, published in 1930 as part of his book The Spirit of Film, on 
VXFKWUDQVLWLRQDOYLVXDOHIIHFWVµWKHIDGHHOHYDWHVWKHLPDJHDVLWZHUHRXWRIQDWXUDO
space and the natural lapse of time, creating as it does the effect of something thought 
rather than something seen¶.102 Balázs continues, asserting that, along with montage, 
µWKHGLVVROYHDQGWULFNSKRWRJUDSK\± all devices of the absolute film ± have made it 
SRVVLEOH WR GHSLFW WKRXJKWV DQG V\PEROV¶103 $ ODWHU VHFWLRQ LV HQWLWOHG µ2SWLFDO
&DPHUD7HFKQLTXH¶ 
 
The camera makes use of numerous purely optical devices to transform the 
concrete materiality of objects into a subjective vision. Dissolves, slow 
motion, time lapse, soft focus, fog filters, distortion, trick photography, etc., 
and all the wonders of the Schüfftan process. Such trick images show not just 
the object but also its transformation in our minds. Not just what happens to 
the object but also what happens simultaneously in us. 
 Our entire psychic apparatus is revealed in these transformations. If we 
could dissolve, distort, duplicate and superimpose a particular image, if, in 
other words, we could let the cinematic technology run on empty, as it were, 
WKHQWKHWHFKQRORJ\µin itself¶ would depict mind in itself.104 
 
)ROORZLQJ %DOi]V¶V VXJJHVWLRQ I will approach the portrayal, in Siegfried, of the 
LQYLVLEOHERG\DVDGHSLFWLRQRIµPLQGLQLWVHOI¶DQLQWHULRULW\WKDWLVGHSHQGHQWXSRQ
the actions and interactions of the body and that is expressed most insistently as its 
viewers strain themselves to observe this invisible figure and its constitution. 
The trick effects of Siegfried impute associations that would be familiar to 
YLHZHUVRI/DQJDQG9RQ+DUERX¶VSUHYLRXVILOP¶V WZR-part Dr. Mabuse, der 
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 %pOD%DOi]Vµ9LVLEOH0DQ¶Early Film Theory: Visible Man and The Spirit of Film, ed. by Erica 
Carter, trans. by Rodney Livingstone (New York and Oxford: Berghahn Books, 2010), pp.1±90 (p.9). 
102





Chapter One  69 
Spieler, in which similar high-contrast superimpositions are used in a number of key 
moments to depict the ostensibly invisible stuff of cognition. One sequence shows 
documents secreted inside a closed briefcase, enabling the viewer to see what a 
character knows (fig. 1.49); later the technique is employed to signify (GJDU+XOO¶V
3DXO5LFKWHUDJDLQDFWRIUHPHPEUDQFHZKHQKHµVHHV¶DVXGGHQO\UHFDOOHGEXVLQHVV
card, his act of thinking manifesting as a superimposition over his head (fig. 1.50); a 
final sequence has the superimposed images of those killed by Mabuse appear to 
psychically torment him (fig. 1.51).105 These instances code the technique of 
superimposition as part of a visual grammar to describe the invisible objects of the 
PLQG¶V H\H VR UHVRQDWLQJ ZLWK %DOi]V¶V LQVLVWHQFH RQ VXFK HIIHFWV DV µsomething 
thought rather than something seen¶106 Consequently, what is seen of the 
superimposed Siegfried represents more than a cinematically mediated vision of 
invisible matter. The idiosyncrasies of the sequence persuade the audience to share in 
privileged knowledge of 6LHJIULHG¶VLQYLVLEOHERG\EXWZKRVHNQRZOHGJHLVWKLV"$V,
will demonstrate, the manner of these appearances suggest a privileged access to 
VRPHWKLQJRI*XQWKHU¶V FRQVFLRXVQHVV DQG WKDW WKLVYLVLRQRI WKLQNLQJ LVGHSHQGHQW
upon the extra-visual stimulus experienced by that character: the senses of hearing 
and touch, and also of gravity, heat and balance. 
With Brunhild identified as WKHILJXUHIRUZKRP6LHJIULHG¶V invisibility is so 
problematic, it is clear that pDUW RI WKLV WHQVLRQ FRPHV IURP %UXQKLOG¶s attuned 
capacity for sight. She is first introduced, atop her castle that sits amidst the dazzling 
northern lights, in the midst of an intense and concentrated act of looking, and is 
thereafter shown frequently narrowing her eyes as she exercises an intent gaze (fig. 
1.52).107 And, yet, WKH SRWHQF\ RI WKLV JD]H LV WKZDUWHG E\ 6LHJIULHG¶V LQYLVLELOLW\
Reflecting upon her presentation as a more than capable viewer, the nature of 
%UXQKLOG¶V H[FOXVLRQ IURP WKH UHJLPH RI LQYLVLELOLW\ can also come into question. 
                                                 
105
 It should be noted that the instances of superimposition in Dr. Mabuse, der Spieler are produced in a 
different way to those in Siegfried, with the strip of film being exposed on two separate occasions, 
rather than one. Although the technique is different, the result is very similar. 
106
 %DOi]V µ7KH 6SLULW RI )LOP¶ S (PSKDVLV LQ RULJLQDO ,Q LWV GHSLFWLRQ RI SV\FKRDQDO\WLFDO
method, Geheimnisse einer Seele [Secrets of a Soul] (Georg Wilhelm Pabst, 1926) makes deft use of 
photographic superimposition (along with other processes, such as the dissolve) throughout a section 
HQWLWOHGµ7KH'UHDP¶LQZKLFKWKHFRQWHQWRIDFKDUDFWHU¶VGUHDPLVGHSLFWHGLQQLJKWPDULVKGHWDLOLQD
sequence that incorporates numerous distended shadows and silhouettes, and which is later decoded by 
a psychoanalyst who also necessarily operates as a shrewd film theorist. Perhaps a key difference, 
when considering these moments alongside similar superimpositions in Siegfried, is that, in the latter 
film, the images are both mental and material. 
107
 /DQJGHVFULEHVWKHUHDOLVDWLRQRIWKLVQRUWKHUQOLJKWVLPDJHU\DVµ>Z@KDWKDSSHQVZKHQPDWKHPDWLFV
WHFKQRORJ\DQGLPDJLQDWLRQFRPELQH¶/DQJTWGLQ(LVQHUFritz Lang, p.76). 
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%UXQKLOG¶V RSWLFDO DFXLW\ can be understood to correlate with that of the cinematic 
spectator. BXWZKHUHDVWKHFOHDUOLPLWDWLRQVRI%UXQKLOG¶VSHUFHSWXDOHQJDJHPHQWDUH
defined by her exclusion from the transgressive imagery of the invisible body, the 
cinematic spectator is instead invited to imagine sensual experiences beyond vision, 
through the unfolding of a scheme of extra-YLVXDO VHQVH SHUFHSWLRQ ,I 6LHJIULHG¶V
LQYLVLELOLW\ LV D FLUFXPORFXWLRQ RI WKH YLVXDO %UXQKLOG¶V H[FOXVLRQ HQFRPSDVVHV D
range of additional sensory modalities, whose effects are just as invisible as their 
production. As described earlier, the invisible body produces an indelicate and public 
display of violence against Brunhild, the results of which are evident to all. Less 
evident, and less public, are the simultaneous interactions between the invisible 
Siegfried and the visible Gunther, and it is amidst this dynamic of sensual 
understanding that the viewer finds themselves intensely situated. In contrast to the 
forcefulness througK ZKLFK 6LHJIULHG¶V LQYLVLELOLW\ LV H[SUHVVHG LQ GHDOLQJ ZLWK
Brunhild, which, in the smashing of her shield, effects a maximum visual return, the 
sensory arena in which Siegfried and Gunther invisibly communicate is founded upon 
subtlety and delicacy.108 It is here, in these sensitive interactions, that WKH ILOP¶V
audience proceeds EH\RQG WKH KDUG IRUJHG H[WHULRU RI 6LHJIULHG¶V ERG\ DQG so to 
encounter his softness, as if entering into his exceptional weak spot. The close 
relationship between these two bodies is here centred upon a disruption of visibility 
through which extra-visual modalities ± such as those of the tactile and aural senses ± 
DUHIRUWKHILOP¶VDXGLHQFHDWOHDVWPDGHH[WUDRUGLQDULO\YLVXDO I will now examine 
these interactions more closely. 
The invisible Siegfried is cinematically shown as the image of his head fades 
into view with the blinking of his eyelids, and his lips visibly announce his presence 
ZLWK D VRIW ZKLVSHULQJ LQWR *XQWKHU¶V HDU DQQRXQFLQJ KLV LQYLVLEOH LQWHQWLRQV (fig. 
1.53). At the sound of this the kLQJ¶VKHDGLVWXUQHG and he holds his hand to his chest, 
turning to see no visible sign of his comrade (fig. 1.54). The invisible Siegfried is then 
VKRZQ WR OLIW WKH URFN RQ *XQWKHU¶V EHKDOI DQG WKDW KLV KDQGV DQG IRUHDUPV are 
visible to the cinematic viewer DORQH LV FRQILUPHG E\ D VKRW IURP %UXQKLOG¶V
perspective of Gunther holding the rock aloft (fig. 1.55); to carefully enfold himself 
DURXQG*XQWKHU¶VERG\DQGVXSSRUWKLPLQDJLDQWOHDSWKURXJKWKHDLU(fig. 1.56); and 
to stand alongside the king, whispering again as he holds the shield firmly in place 
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 TKHVXEVHTXHQWUDSHRI%UXQKLOGRQO\H[DFHUEDWHVWKHFKDUDFWHU¶VH[FOXVLRQIURPWKHH[SHULHQFHRI
delicate, sympathetic sensuality. 
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DJDLQVW%UXQKLOG¶V VSHDU (fig. 1.57). In these actions, Siegfried handles his invisible 
body with poise and power, and his precise navigation of space and time in these 
undertakings is testament to a highly functioning sensorium. It is here that this 
invisible body, the wholeness of which was first expressed so succinctly in its 
adherence to the boundaries of its shadow, is refigured as a thing of fragmentation, the 
sense of which is exacerbated according to the relative brevity of these shots. These 
fragments, in which can be seen most prominently the isolated head and mouth, and 
the isolated hands and fingers, can be understood according to sensory distinctions; a 
consideration of aspects of this scheme once again benefits in relation to the 
contemporary writings of Balázs. The preface to Visible Man begins his treatise with a 
EROGVWDWHPHQWµ,KDYHWRWHOO\RXWKDWILOPLVDQHZDUW>«@)LOPLVDIXQGDPHQWDOO\
new revelatLRQRIKXPDQLW\¶109 +HH[WHQGV WKLV DVVHUWLRQE\FRQWHQGLQJ WKDW µHYHU\
art signifies a special relationship between human beings and the world, a specific 
GLPHQVLRQRI WKHVRXO¶110 )XUWKHU WR WKLV µWKLVQHZDUW¶%DOi]VVXJJHVWV µZRXOGEH
like a new sensoU\ RUJDQ¶111 In these words, written as production on Siegfried 
SURFHHGV %DOi]V GHVFULEHV D FRQGLWLRQ WKDW UHVRQDWHV VWURQJO\ ZLWK WKDW ILOP¶V
invisibility sequence: if film can represent anew the experience of a human being, 
µOLNH DQHZVHQVRU\ RUJDQ¶ WKen Siegfried provides a climate in which to speculate 
upon such a relationship, through which the sensory organs and the cinema are 
enlivened through their contact with each other, the agent of which being the invisible 
body. 
6LHJIULHG¶V LQYLVLEOH UHDVVXUDQFH RI *XQWKHU LV GHYHORSHG LQ 9RQ +DUERX¶V
Das Nibelungenbuch, a prose version of the story, published in late 1923 to herald the 
ILOPV¶UHOHDVH LQ112 9RQ+DUERXZULWHV WKDW µ%UXQKLOGKRZHYHUGLGQRWNQRZ
that Siegfried stood, covered by the TarnhelP DQG VR LQYLVLEOH DW *XQWKHU¶V VLGH
FOLQJLQJ KLV KDQG WR WKH NLQJ¶V KDQG IUDWHUQDOO\ 7KLV VWURQJ KDQG WKH ZDUPWK RI








 Thea von Harbou, Das Nibelungenbuch (Munich: Drei Masken Verlag, 1924). Although illustrated 
ZLWKLPDJHVIURPWKHILOPWKLVWH[WIHDWXUHVIXUWKHUGHVFULSWLRQVRI6LHJIULHG¶VLQYLVLEOHERG\WKDWKDYH
QR SUHFLVH HTXLYDOHQWV LQ WKH ILOP LWVHOI 9RQ +DUERX DQG /DQJ¶V XQSXEOLVKHG VFUHHQSOD\ which 
similarly features significant differences from the finished film) can be found at the Stiftung Deutsche 
Kinemathek, Berlin. It is notable that, as a young actor, Von Harbou had appeared in a production of 
+HEEHO¶VDie Nibelungen, taking the role of .ULHPKLOG.DHVµ6LHJIULHG¶S 
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ZKLFKZDVDV LI LWKDGSOD\HGZLWKWKHVXQJDYH.LQJ*XQWKHUDVPLOH¶113 The text 
HPSKDVLVHV6LHJIULHG¶VWDQJLELOLW\DQGFDSDFLW\DVDtactile agent, calling forth a potent 
thermodynamics of the invisible body. Although, in relation to Siegfried, Von 
+DUERX¶V ERRN PLJKW VHUYH DV ZKDW *HUDUG *HQHWWH UHIHUV WR DV D paratext,114 it 
combines with the film sequence to extend an understanding of this invisible form, 
ZKRVH µFOLQJLQJ¶ FHOHVWLDO WRXFK VWLPXODWHV WKH WKHUPDO UHFHSWRUV LQ *XQWKHU¶V KDQG
and aligns it with the sun that produces its shadow.115 This sense of potent tactility, 
which is also present in the source poem, finds full cinematic expression as Siegfried 
ILQDOO\WDNHVKROGRI*XQWKHU¶VMavelin, communicated through a fragmented close up 
RI6LHJIULHG¶VKDQGIDGLQJVPRRWKO\LQWRapprehension as it rises to languidly accept 
the weight of the spear (fig. 1.58).116 The closeness of the framing here supplements 
the proximity of these fingers, emphasising the tactile delicacy of this exchange. In a 
film lauded widely for its expansive settings, this is amongst its most intimate close 
XSV DQG WKLV JHQWOH JUDVSLQJ RI WKH VKDIW RI *XQWKHU¶V VSHDr is arguably the most 
erotic moment in the film. Amidst the intense feeling of intimacy in these close 
sensual relations, the dexterity of these fingers also speaks of the manual precision 
and delicacy that are often key to the practice of special visual effects, which tends to 
involve minute, concentrated, exacting work: a partly tactile undertaking that works 
primarily for the field of vision.117 Where the onVWDJH3HSSHU¶V*KRVWLVWUDGLWLRQDOO\D
visual experience of vagueness, its cinematic equivalent, especially in this close-up 
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 µ'DV IUHLOLFK ZXWH %UXQKLOG QLFKW GD XQVLFKWEDU YRP 7DUQKHOP JHGHFNW DQ *XQWKHUV 6HLWH
Siegfried stand, die brüderliche Hand um die Hand des Königs schmiegend. Diese warme, starke Hand, 
die immer war, als hätte sLHPLWGHU6RQQHJHVSLHOW JDE.|QLJ*XQWKHUHLQ/lFKHOQ¶ (Von Harbou, 
Das NibelungenbuchSP\(QJOLVKWUDQVODWLRQ$SSDUHQWO\WKLVERRNZDVZULWWHQDIWHUWKHILOP¶V
main phase of production (E. Ann Kaplan, Fritz Lang: A Guide to References and Resources (Boston, 
MA: G.K. Hall, 1981), p.137). 
114
 Gerard Genette, Paratexts: Thresholds of Interpretation, trans. by Jane E. Lewin (Cambridge: 
Cambridge University Press, 1997). 
115
 This emphasis on thermodynamics is reminiscent also of the tangibility of the shadow, for, in 
addition to its optical effect, contact with a shadow may serve as a similarly potent site for thermal 
stimulus. 
116
 7KHWURSHRILQYLVLEOHDVVLVWDQFHLQFRPEDWUHIOHFWV+RPHU¶VThe Iliad, where, for example, Athene 
SXWV µRQ WKHKHOPRI'HDWK WKDW VWDUN$UHVPLJKWQRWGLVFHUQKHU¶ 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(LVQHU
Fritz Lang, p.76.) 
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appearance, is, in its onscreen reconfiguration, more exact for a greater number of 
viewers: there is no poor vantage point. 
Much of the writing on Lang has focused on the potency of scopic regimes in 
his films, and though GunninJDOVRGHVFULEHVWKHH\HWREH/DQJ¶VRUJDQRIFKRLFHKH
DOVRUHODWHV/DQJ¶VFODLPWKDWWKHGLUHFWRU¶VKDQGZDVLQWHUFXWDVDFORVHXSLQHDFKRI
his films.118 /DQJ¶VRZQlecture GHIHQGHGWKHµVHQVDWLRQILOP¶119 the mode with 
which much of his early work can be identified, and the term itself, as Gunning points 
out, referred µWR WKHGLUHFWYLVFHUDOHIIHFW WKHVFHQHVZHUHGHVLJQHG WRKDYHRQ WKHLU
YLHZHUV¶, who were conceived of µin a materialist manner: as a bundle of sensations to 
be played upon, >«@ pummelled and shocked, directly shaken by the events 
SRUWUD\HG¶120 Although Gunning notes that WKLV µdistinctly modern dramaturgy of 
VKRFN¶ ZDV µDLPHG DW SK\VLFDO H[FLWHPHQW UDWKHU WKDQ PHQWDO HQJDJHPHQW¶121 
Siegfried¶V LQYLVLEOH LQWHUIHUHQFH can be understood to embody an engagement in 
which the physical and the mental are excited by one another. 
This interaction of two bodies ± in which one acts for the other with subtle 
kinaesthetic control, delicately taking its weight ± is a careful interference, and these 
cinematic superimpositions, through which two images are collided on a single strip 
of celluloid, convey this close mingling of Siegfried and Gunther as a simultaneous 
occupation of cinematic space and time. This intermingling of two embodied 
subjectivities evokes WKH QRWLRQ RI µLQWHUVXEMHFWLYLW\¶ H[SRXQGHG E\ WKH *HUPDQ
philosopher Edmund Husserl in the late 1920s:122 ZKDWKHGHVFULEHVDVµWKHWKHPHRID
transcendental theory of experiencing someone else, a transcendental theory of so-
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 Gunning, The Films of Fritz Lang, p.89. 
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 Gunning, The Films of Fritz Lang, p.89. 
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 This theme was explored as part of two lectures presented by Husserl in the Amphithéatre Descartes 
at the Sorbonne on 23 February and 25 February 1929, which were then developed and published as 
Cartesian Meditations LQ  7KH VXEMHFW RI µLQWHUVXEMHFWLYLW\¶ LV GHDOW ZLWK LQ WKH VHFWLRQ µ)LIWK
0HGLWDWLRQ 8QFRYHULQJ RI WKH 6SKHUH RI 7UDQVFHQGHQWDO EHLQJ DV 0RQDGRORJLFDO ,QWHUVXEMHFWLYLW\¶
(Edmund Husserl, Cartesian Meditations: An Introduction to Phenomenology, trans. by Dorion Cairns 
(The Hague: Martinus Nijhoff, 1970), pp.89±151). 
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FDOOHG ³HPSDWK\´¶123 HuVVHUO¶V GHVFULSWLRQ RI WKH H[SHULHQFH RI WKH ZRUOG DV DQ
µLQWHUVXEMHFWLYHZRUOG¶EHJLQVDVIROORZV 
 
In changeable harmonious multiplicities of experience I experience others as 
actually existing and, on the one hand, as world Objects ± not as mere physical 
things belonging to Nature, though indeed as such things in respect of one side 
of them. They are in fact experienced also as governing psychically in their 
respective natural organisms. Thus peculiarly involved with animate 
RUJDQLVPVDVµSV\FKRSK\VLFDO¶ Objects, they are µLQ¶ the world. On the other 
hand, I experience them at the same time as subjects for this world, as 
experiencing it (this same world that I experience) and, in so doing, 




I experience the world (including others) ± and, according to its experiential 
sense, not as (so to speak) my private synthetic formation but as other than 
mine alone, as an intersubjective world, actually there for everyone, accessible 
in respect of its Objects to everyone. And yet each has his experiences, his 
appearances and appearance-unities, his world-phenomenon; whereas the 
experienced world exists in itself, over against all experiencing subjects and 
their world phenomena.125 
 
The mirroring of Siegfried and Gunther, each of whom in some ways represents the 
RWKHUUHIOHFWV+XVVHUO¶VFRQWHQWLRQWKDWµWKHRWKHULVD³PLUURULQJ´RIP\RZQVHOIDQG
yet not a mirroring proper, an analogue of my own self and yet again not an analogue 
in WKH XVXDO VHQVH¶126 It is also QRWDEOH WKDW DPRQJ WKH µfields of sensation¶ WKDW
+XVVHUO LPSOLFDWHV LQ WKH FRPSUHKHQVLRQ RI WKH RWKHU LV µWKH XQGHUVWDQGLQJ RI WKH
members as hands groping or functioning in pushing, as feet functioning in walking, 
as eyes fXQFWLRQLQJLQVHHLQJDQGVRIRUWK¶127 
Discussing this conception of intersubjectivity, and the problem of how 
µVXEMHFWLYH H[SHULHQFH HQDEOH>V@ XV WR UHFRJQL]H WKH UHDOLW\ RI RWKHU VHOYHV RWKHU
H[SHULHQFLQJEHLQJV¶'DYLG$EUDPQRWHVWKDW+XVVHUO¶VµVROXWLon seemed to implicate 
the body ± RQH¶VRZQDVZHOODVWKDWRIWKHRWKHU± as a singularly important structure 
ZLWKLQWKHSKHQRPHQDOILHOG¶$V$EUDPFRQWLQXHV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The body is that mysterious and multifaceted phenomenon that seems always 
WR DFFRPSDQ\ RQH¶V DZDUHQHVV DQG LQGHHG WR EH WKH YHU\ ORFDWLRQ RI RQH¶V
awareness within the field of appearances. Yet the phenomenal field also 
contains many other bodies, other forms that move and gesture in a fashion 
VLPLODUWRRQH¶VRZQ:KLOHRQH¶VRZQERG\LVH[SHULHQFed, as it were, only 
from within, these other bodies are experienced from outside; one can vary 
RQH¶V GLVWDQFH IURP WKHVH ERGLHV DQG FDQ PRYH DURXQG WKHP ZKLOH WKLV LV
LPSRVVLEOHLQUHODWLRQWRRQH¶VRZQERG\128 
 
It is such an experience that unfolds as the visibly invisible Siegfried engages with the 
body of Gunther, connecting with it and manipulating its parts, each sensing and 
XQGHUVWDQGLQJ WKHRWKHU DVD µSV\FKRSK\VLFDO¶REMHFW DQG6LHJIULHG¶V LQYLVLEOHERG\
serving as exemplary of such a category. Indeed, it is in relation to the concept of 
LQWHUVXEMHFWLYLW\WKDW WKHPHWDPRUSKRVLV WKDW LV WKH7DUQNDSSH¶VVHFRQGIXQFWLRQ can 
be better understood: as a rich sensory entanglement between two bodies and two 
minds through which both individuals encounter and understand the objectivity and 
subjectivity of each other ± an intermingling in which the cinema audience, as 
thoughtful, embodied spectators, are also implicated. 
*XQWKHU¶V IHHOLQJ IRU WKH LQYLVLELOLWLHVRI6LHJIULHG¶VERG\ LV H[WHQGHGDW WKH
ODWWHU¶VGeath, as the king appears WRNHHQO\IHHOWKHVHQVDWLRQVRI6LHJIULHG¶VSDLQLQ
his own body. As +DJHQ¶V VSHDU SLHUFHV 6LHJIULHG¶V YXOQHUDEOH VSRW it can itself be 
understood to be the pURGXFWRI+DJHQ¶VSLHUFLQJ JD]H and persistent privileging of 
vision, thus performing a sensorial transgression DVLWHQWHUVLQWR6LHJIULHG¶VERG\ (fig. 
1.59). It is, however, the unsighted Gunther who appears to let out a great cry, on 
6LHJIULHG¶VEHKDOI WKDW UHVRXQGVDFURVV WKHZRRGDQG LW LV*XQWKHUZKRFOXWFKHVDW
his own body, looking down at its parts, as he empathetically imagines ± just as the 
ILOP¶Vaudience might ± the painful experience of another (fig. 1.60). In the wake of 
his intimate engagement with the invisible body, Gunther demonstrates a revised 
understanding of the sensualities of the body: he screams as Siegfried is pierced and is 
ERWK SV\FKLFDOO\ DQG SK\VLFDOO\ DIIHFWHG E\ 6LHJIULHG¶V DJRQLVHG DQG FKDRWLF
spasmodics.129 6LHJIULHG¶VOLPSERG\LVVWRRGXSE\*XQWKHU¶VEURWKHUV, who whisper 
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 3HUWLQHQW WR 6LHJIULHG¶V IDWDO SHQHWUDWLRQ LV +XVVHUO¶V HTXDWLQJ RI WKH µXQGHUVWDQGLQJ of someone 
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Cartesian Meditations, pp.129±130). 
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into his ear and place ILQJHUV WR WKHZRXQGDW6LHJIULHG¶s heart, doubting Thomases 
SDOSDWLQJ WKH LQYLVLEOH LQWHULRULW\ RI 6LHJIULHG¶V IOHVK. In a final impulse, Siegfried 
opens his eyes to see Hagen and Gunther; enraged, he charges at them, but collapses 
on the ground. At the last, Siegfried blinks and tries to speak, and finally his eyes 
widen as he points into off-screen space; he begins to speak, but instead dies, 




7KHVWUDQJH LPDJHRI6LHJIULHG¶V LQYLVLEOHbody as he assists Gunther is a mingling 
through which can be understood something of both the invisible body and of the 
intellectual vision of Gunther, whom Siegfried so sensitively manipulates. This visual 
depiction of extra-visual apprehension thus begins to engage with a scheme in which 
speech, audition, tactility and thermodynamics come together, enabling the invisible 
to speak for a range of intersecting sensory material. It is the cinematic image that 
facilitates this sensory data, promoting a sensual mode of understanding. Making 
visible the invisible body here means making visible the stuff of interiority and of the 
activities of the sensorium. If superimpositions serve to show the mind, and also the 
cinematic mechanism, then in Siegfried can be found a clear expression of cinema as 
a way of thinking about thinking, an expression for which the invisible body serves as 
an ideal HPERGLPHQW 7KHVH WHQGHQFLHV H[HPSOLI\ $NLUD /LSSLW¶V XQGHUVWDQGLQJ RI
FLQHPDDVRIIHULQJµH[WUHPHHYHQH[FHVVLYHPRGHVRIYisuality that came to be seen, 
paradoxically, as modes of invisibility, or unseeability, challenging the notion of 
interiority, of envisioning and probing interiority, but also the condition of visuality as 
VXFK¶130 ,PSRVVLEO\KDUG6LHJIULHG¶VERG\ILUVWVeems to be the antithesis of the airy 
stuff of thought; the way it is initially opposed to a range of ethereal atmospheres 
testifies to this. Yet, it is through the visualisation of its invisibility that is seen the 
softness, the mindfulness and the sensuality of this body. Implicated in the unfolding 
of apprehension and comprehension, the invisible body speaks of some of the 
difficulties of thinking about thinking. It is the body that thinks. 
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Conclusion 
 
It seems appropriate to question, here, at the end of Chapter One, the extent to which 
this thesis will interrogate a cinematic language or lexicon of invisibility, and the 
nature of its expression through the body. Siegfried speaks of such a language, doing 
VR LQ FOHDU WHUPV DV 6LHJIULHG¶V LQYLVLEOH SUHVence is literally annunciated: a self-
speaking through which the deft and versatile linguist Siegfried ± whose taste of 
GUDJRQ¶V EORRG KDV HQDEOHG KLP WR VSHDN WKH ODQJXDJH RI EHDVWV ± announces his 
LQYLVLEOHSUHVHQFHZKLVSHULQJLQWR*XQWKHU¶VHDUIURPEHhind the king, the content of 
his utterance manifesting in the accompanying intertitle as an ornate gothic inscription 
(fig. 1.62).131 6LHJIULHG¶V OLQJXLVWLF DQQXQFLDWLRQ KHUH is a small but significant 
alteration from the text of Das Nibelungenlied, in which a tactile invisibility is 
emphasised as µ6LHJIULHGZHQWXSWR>*XQWKHU@XQVHHQDQGWRXFKHGKLVKDQGVWDUWOLQJ
KLPZLWKKLVPDJLFSRZHUV¶132 On screen, it is not initially the touch but the sound of 
6LHJIULHG¶V YRLFH WKDW LV VR VWDUWOLQJ to Gunther, and this is the first indication that 
Siegfried persists, in his invisibility, as an audible aural presence (diegetically audible, 
WKDWLVHYHQLIXQKHDUGE\WKHILOP¶VOLVWHQHUV). This moment can be considered as a 
YLVXDO H[SUHVVLRQ RI WKH VWRU\¶V DGDSWDWLRQ derived as it is from a verbal tradition, 
with much of its narrative related as tales within the tale, sung or otherwise spoken by 
multiple voices.133 In announcing his intended invisible actions ± tactile, kinaesthetic, 
vestibular ± Siegfried expresses the process of sensory translation, and the cinematic 
VLOHQFHRI6LHJIULHG¶VVSHHFKIXUWKHUH[SUHVVHVVRPHWKLQJRIWKHVHQVRU\SDUDGR[HVRI
a cinematic condition in which he is both silently speaking and visibly invisible.134 
Tensions between cinema and languagH DUH FHQWUDO WRR WR %DOi]V¶s Visible 
Man, which spends much time defining the role of cinema as a distinct alternative to 
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ODQJXDJH,QDVHFWLRQHQWLWOHGµ9LVLEOH6SHHFK¶%DOi]VUHIHUVWRWKHVLOHQWLPSUHVVLRQ
of speech that this moment in Siegfried seems to exaggerate: 
 
the moment we see a mouth shaping words, and become aware therefore of an 
acoustic dimension, then the performance loses its effect; for this is when we 
QRWLFHWKDWZHKDYHQ¶WKHDUGWKHDFWRU¶VZRUGVDQGZHFRPHWRVHHKLPDVD
deaf mute straining grotesquely to make himself understood. A good film 
actor thus speaks quite differently from a good stage actor. He speaks plainly, 
to our eyes, not our ears.135 
 
This chDUDFWHULVDWLRQ RI ILOPHG VSHHFK LQ VLOHQW FLQHPD DV µJURWHVTXH¶ is part of 
Balázs¶V attempt to distinguish between language and cinema. For Balázs, cinema in 
 LQ VWLPXODWLQJ D µQHZ VHQVRU\ RUJDQ¶ VHHPV WR HQIRUFH D V\QDHVWKHWLF
intersection in which alternative modes of expression and sensation collide, and 
6LHJIULHG¶V YLVLbly invisible speech clearly exacerbates such a climate. Amidst the 
movements towards emptiness and absence that pervade the film, the question of 
silence ± DQG6LHJIULHG¶VHQJDJHment with silence, in particular ± is potent. For both 
filmmakers and commentDWRUVDOLNH6LHJIULHG¶VGLIILFXOW UHODWLRQVKLSZLWK VLOHQFH LV
significant; even as late as 1966, Lang continued WRLQVLVWWKDWµLWLVTXLWHXQIRUJLYDEOH
WKDW KH FDQQRW NHHS KLV PRXWK VKXW¶ UHIHUULQJ WR 6LHJIULHG¶V naive confession to 
Kriemhild of his inYLVLEOH UROH LQ*XQWKHUDQG+DJHQ¶VVFKHPHV136 while Levin too 
VXJJHVWV WKDW DORQJZLWK6LHJIULHG¶V ODFNRI µFRQWURORIKLV DSSHDUDQFH¶KH µFDQQRW
FRQWUROKLVKDQGV>«@RUKLVPRXWK¶137 However, it can also be observed that, in his 
invisible state, SiegfrLHG¶VFRQWURORYHUKLVKDQGVDQGKLVPRXWKLVLQVWHDGLQWHQVLILHG
7KH µJURWHVTXH¶ VLOHQFH RI 6LHJIULHG¶V VSHHFK FRPHV DV ODERXUHG PRYHPHQWV RI WKH
mouth take precedence over its whispered words, overemphasising not the sound of 
the voice but the musculature of the face, as the lips are drawn back and the cheeks 
and jawbone move. It is a delicate sensory exchange that thus emerges from this close 
attention to the processes of speaking and listening, and the intricacies of these 






of the tarhelm [sic]. And though it may perhaps be forgivable that Siegfried gets the Virgin Queen 
Brunhild into the connubial bed of his weak King Günther of Burgund by trickery, it is quite 
unforgivable that he cannot keep his mouth shut, and brags to his wife Kriemhild about his deeds. The 




³VXEGXHV´ %UXQKLOG RU KLV PRXWK ZKHn he tells Kriemhild) is the recognition that Siegfried 
UHOLQTXLVKHGFRQWURORIKLVDSSHDUDQFHEHIRUHKHHYHUHQWHUHGWKHEHGURRP¶/HYLQ Richard Wagner, 
Fritz Lang and the Nibelungen, p.114). 
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complex sensory entanglements emerge from the difficulties of both visuality and 
language. 
The precise visualisation of invisible mouths and fingers ± as discretely 
fragmented components of a psychophysical being ± prefigures the philosopher 
0DUWLQ +HLGHJJHU¶V  LQWHUPLQJOLQJ RI WKe acts of speech, thought and touch, 
WKURXJK KLV DVVHUWLRQ WKDW µ>R@nly a being who can speak, that is, think, can have 
KDQGV¶$V+HLGHJJHUH[SODLQV 
  
The hand does not only grasp and catch, or push and pull. The hand reaches 
and extends, receives and welcomes ± and not just things: the hand extends 
itself, and receives its own welcome in the hands of others. The hand holds. 
The hand carries. The hand designs and signs, presumably because man is a 
sign. Two hands fold into one, a gesture meant to carry man into the great 
RQHQHVV >«@ %XW WKH KDQG¶V JHVWXUHV UXQ HYHU\ZKHUH WKURXJK ODQJXDJH LQ
their most perfect purity precisely when man speaks by being silent. And only 
when man speaks, does he think ± not the other way round, as metaphysics 
still believes. Every motion of the hand in every one of its works carries itself 
through the element of thinking, every bearing of the hand bears itself in that 
element. All the work of the hand is rooted in thinking.138 
 
6LHJIULHG¶V invisible body, then, invites its viewers into proximity with a mode of 
thinking whose relationship with visual experience is challenging, and whose strange 
visualisation in cinema complicates any simple sensory distinctions. The sight of this 
invisible mouth, speaking, and this invisible hand, touching, work to upset 
assumptions of the primacy and potency of vision and the visual experience, primarily 
distal, promoting instead the value of a more proximal exchange. These are themes to 
which I will return in subsequent chapters, as manifestations of invisible form in 
cinema continue to coincide with both linguistic breakdown and a tendency towards 
tactility, insisting upon the comprehension of a revised language of the senses that 




This first chapter has begun to describe an invisibility that is of the body, and that is 
RIWKHVHQVXDOH[SHULHQFHRIWKHERG\RIRQH¶VERG\DQGRIWKHERGLHVRIRWKHUVIt has 
begun to ask: How are the senses made sense of, and how do cinematic depictions of 
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invisible bodies assist in such an undertaking? Many of the themes addressed in this 
chapter, I argue, can be traced onwards through the history of invisible bodies on 
screen. As succeeding chapters will explore, such sensual intersections unfold amidst 
significant and specific cultural and social contexts. Although this chapter has largely 
explored its key themes through the lens of a single film, Chapter Two will explore a 
number of films, from the 1930s to the 1950s, in which the invisible body is 
domesticated as it accrues layers of prosthetic supplements ± gloves, bandages, 
sunglasses, false noses ± that continue to ask questions of the sensorium and its 
configuration. Looking forwards from here, then, the following chapters will explore 
the extent to which a history of invisible bodies coincides with a history of the senses, 
extra-visual and otherwise, and will address the role of cinema amidst such a sensual 
atmosphere. 
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Fig. 1.1, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.2, Die Nibelungen: Siegfried (Fritz Lang, 1924) 




Fig. 1.3, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
 
Chapter One Illustrations  84 
 
 
Fig. 1.4, Johann Kaspar Lavater 
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Fig. 1.5, Peter Schlemihl (George Cruikshank, 1824) 
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Fig. 1.6, Arthur Rackham, 1910±11 
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Fig. 1.8, Dr. Mabuse, der Spieler (Fritz Lang, 1922) 
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Fig. 1.10, Die benteuer des Prinzen Achmed (Lotte Reiniger, 1926) 
 
 
Chapter One Illustrations  89 
 
 




Fig. 1.12, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.13, Portrait of Dr Haustein (Christian Schad, 1928) 
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Fig. 1.14, A Group of Three (Felix Nussbaum, 1944) 
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Fig. 1.15, Star Wars Episode I: The Phantom Menace (George Lucas, 1999) 
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Fig. 1.16, The Amazing Spider-Man (Marc Webb, 2012) 
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Fig. 1.17, Nosferatu (F.W. Murnau, 1922) 
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Fig. 1.18, Nosferatu (F.W. Murnau, 1922) 
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Fig. 1.19, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.21, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.23, Shadows in Lake (Alfred Stieglitz, 1916) 
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Fig. 1.24, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.25, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.26, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.27, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.28, Die Nibelungen: Siegfried (Fritz Lang, 1924) 




Fig. 1.29, Die Nibelungen: Siegfried (Fritz Lang, 1924) 





Fig. 1.30, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.31, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.32, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.34, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.36, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.38, Die Nibelungen: Siegfried (Fritz Lang, 1924) 




Fig. 1.39, The Thief of Bagdad (Raoul Walsh, 1924) 
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Fig. 1.40, The Thief of Bagdad (Raoul Walsh, 1924) 
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Fig. 1.41, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.42, Der Nibelungen Noth (Eugen Neureuther, 1843) 
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Fig. 1.43, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.44, Die Nibelungen: Siegfried (Fritz Lang, 1924) 




Fig. 1.45, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.46, Die Nibelungen: Siegfried (Fritz Lang, 1924) 





Fig. 1.47, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.48, Master Herrod in a Trance: His Spiritual Body Withdrawn and Appears 




Fig. 1.49, Dr. Mabuse, der Spieler (Fritz Lang, 1922) 
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Fig. 1.50, Dr. Mabuse, der Spieler (Fritz Lang, 1922) 
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Fig. 1.51, Dr. Mabuse, der Spieler (Fritz Lang, 1922) 
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Fig. 1.52, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.53, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.55, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.57, Die Nibelungen: Siegfried (Fritz Lang, 1924) 




Fig. 1.58, Die Nibelungen: Siegfried (Fritz Lang, 1924) 




Fig. 1.59, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.60, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.61, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 1.62, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Chapter Two 
Disordering the Sensorium in the Invisible Man Cycle (1933±1951) 
  
Introduction: A Substantial Breeze 
 
A door opens and with it a gust of wind blows into a room, disturbing numerous 
objects on a mantelpiece (fig. 2.1). As a radio broadcast announces its report of 
sightings of an invisible man in a nearby village, the GHYLFH¶V dial is switched ± 
another effect of the breeze? ± WRµRII¶ (fig. 2.2). The nature of the situation is made 
clearer as the report continues, in a fashion, albeit with a different voice sarcastically 
mimicking the announcement. The listener, Kemp, whose home this is, is frozen in 
place, beginning to understand ± MXVWDVWKHILOP¶VDXGLHQFHalready knows by now ± 
that there is indeed an invisible body at large, and that it is present in this room, 
having opened the door and entered in tandem with the wind. Kemp shuffles 
awkwardly out of his seat as the vacant chair opposite receives a substantial 
impression: neither meteorological disturbance nor aural hallucination, but the signs 
of a weighty, tangible force (fig. 2.3). Sitting by the fireplace, the invisible man, 
Griffin, an acquaintance and colleague of Kemp, builds up the fire, complaining of 
cold as he adds another log from the pile. As Kemp sits dumbstruck at these jarring 
traces of invisible form, Griffin demands a cigarette, which is lit and begins to issue 
smoke as he also requests µDJRRGORQJVXUJLFDOEDQGDJH¶µDSDLURI dark glasses¶, µD
dressing gownDQGS\MDPDVDQGDSDLURIJORYHV¶ suggesting that µ\RX¶OOIHHObetter 
LI\RXFDQVHHPHZRQ¶W\RX"¶ (fig. 2.4). As the assertion circulates, it can be felt to 
also directly address WKH ILOP¶V audience, especially with respect to the voice¶V
aggressive insistence ± three times ± that its listener µ6,7 '2:1¶ After a brief 
interlude in which the invisible man dresses, he returns to his seat ± again instructing 
.HPSWRµVLWGRZQ¶± where he details something of his entry into invisibility, though 
his condition is now hidden beneath bandages, pyjamas, smoking jacket and dark 
glasses with sidelights (fig. 2.5). With hands tightly gloved, thus intensifying the force 
of his precise gesticulations in space, the invisible man proceeds to outline his plans 
IRUµDUHLJQRIWHUURU¶(fig. 2.6). After Kemp has left the room, the scene ends with a 
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disturbing momentary vision of the invisible man removing his bandages, with 
segmented zones identifying invisible eyes, nose and mouth (fig. 2.7). 
A number of potent themes can be identified in this sequence from the 1933 
film The Invisible Man, an adaptation of H.G. Wells¶VQRYHORIWKHVDPHQDPH
7KHVOLJKW\HWIRUFHIXOJXVWRIZLQGWKDWGRXEOHV*ULIILQ¶VHQWU\LQWRWKHURRPLPEXHV
the invisible presence with a sense of delicate immateriality, such effects being 
exacerbated by the weightless, upward trajectory of cigarette smoke that confers a 
gravitational disorientation. These symptoms, however, are at odds with the embodied 
weightiness of the invisible figure, whose depression in the chair might be felt in 
sympathy with members of tKH ILOP¶V DXGLHQFH UHDFWLYDWLQJ DQ DZDUHQHVV of their 
own seated posteriors DQGFRPEDWLQJWKHLUH[SHULHQFHRIµFKDLUSDUDO\VLV¶DFRPPRQ
complaint of the 1933 cinemagoer.1 In the sequence can be keenly perceived the 
actions of a body that performs the sensorium: dominating the visual, the aural, the 
tactile, and, in the act of smoking, exercising itself, too, in the arena of taste and 
smell. The thermal dynamics of the scene ± *ULIILQGHVFULEHVEHLQJµIUR]HQZLWKFROG¶
before adding to the fire ± also extends an awareness of the extent of the senses, 
suggesting consideration too of the sense of temperature. Above all, the motivating 
tensions of the sequence are driven by the presence of the invisible mouth, the voice 
of which is so neatly juxtaposed against the voice of the radio ± the latter¶V 
disembodied reproduction of human speech contrasting with WKHIRUPHU¶VDEVROXWHO\
embodied nature, emanating as it is from the larynx and voicebox of the invisible 
Griffin. And, yet, there is more to this mouth than its capacity for speech, as it enters 
casually into an uncanny act of smoking, an everyday act made peculiar and 
disturbing and that complicates the airy attributes with which the invisible body has 
already been associated. It is in this strange invisible mouth that are found the 
beginnings of this chapter: a particularly potent site that serves as nexus and port of 




                                                 
1
 7KLV WHUPLVXVHG LQDDGYHUW IRU WKHµ$PHULFDQ6HDWLQJ&RPSDQ\¶ZKRVHJRDOZDV WR LQVWDOO
more comfortable seating for cinema audiences. See, for example: The Film Daily, 64.36 (13 
November 1933), 12. 
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As has been seen in Chapter One, a modern conception of the invisible body predates 
ERWK:HOOV¶VThe Invisible Man and the development of cinema, as can be found in 
some of the principal sources that fed into the production of Siegfried. It is, however, 
LPSRUWDQW WR HPSKDVLVH WKH UROH RI :HOOV¶V WH[W WRZDUGV an evolving cinematic 
conception of invisible form.2 A number of short films in the early 1900s had been 
inspired by The Invisible Man,3 and, LQ  :HOOV¶V QRYHO ZDV DGDSWHG DQG
produced as a feature film, written by R.C. Sherriff, directed by James Whale and 
produced by Carl Laemmle Jnr for Universal Pictures.4 Following a long gestation 
period in which numerous writers were employed in producing numerous aborted 
screenplays ± many of which bore only the vaguest resemblance to the source ± the 
completed film remains relatively faithful to the events of the first half of the book.5 
The film shows the invisible man as a heavily disguised and secretive figure who is 
striving to find a way of undoing his permanent condition and coming to terrorise 
society in his frustration. Griffin (Claude Rains) is given a first name, Jack, and the 
aspects of his history that make up most of the second half of the novel are either 
altered or omitted entirely. Despite these changes, the film comes to end in a similar 
manner to its source material, with the invisible man returning to visibility at the 
moment of his death, after being hunted and attacked. 
The Invisible Man was produced in the United States and released nine years 
after Siegfried. Its popularity spawned a body of sequels and clear derivatives over the 
succeeding two decades. As my opening sequence description suggests, this chapter is 
preoccupied with the depiction of an invisible body in The Invisible Man, but it is also 
concerned with the reach of WKHILOP¶Vinfluence and in how certain tropes develop in 
the VHTXHQFH RI µLQYLVLEOH PDQ¶ ILOPV WKDW IROORZ LQ its wake.6 These include such 
                                                 
2
 .HLWK:LOOLDPVKDVZULWWHQDERXW+*:HOOV¶VLQWHUVHFWLRQZLWKWKHYRFDEXODULHVRIFLQHPDSD\LQJ
some attention to the 1933 film adaptation of The Invisible Man (Keith Williams, H.G. Wells, 
Modernity and the Movies (Liverpool: Liverpool University Press, 2007), esp. pp.49±72). 
3
 For example, the short film Le Voleur invisible [The Invisible Thief] (Segundo de Chomón. 1909) 
GHSLFWVDFKDUDFWHUDWWDLQLQJ DQ LQYLVLEOHERG\KDYLQJ ILUVW UHDG:HOOV¶VERRNDQGJOHDQHG from it a 
chemical formula to induce this condition. I have discussed some of these films in the Introduction to 
this thesis. 
4
 The Invisible Man was first released on 13 November 1933. 
5
 %HIRUH 6KHUULII¶V ILQDO VFUHHQSOD\ DSSHDUHG D GR]HQ RU PRUH GUDIWV had been worked on by 
LQGLYLGXDOVVXFKDV*DUUHWW)RUW -RKQ/%DOGHUVWRQZKRZRXOGZULWH¶V The Mummy), Preston 
6WXUJHV DQG WKH ILOP¶V GLUHFWRU -DPHV :KDOH 7RP :HDYHU 0LFKDHO %UXQDV DQG -RKQ %UXQDV 
8QLYHUVDO+RUURUV7KH6WXGLR¶V&ODVVLF)LOPV1931±1946, rev. edn (Jefferson, NC: McFarland & Co., 
2007), pp.78±79). As part of the terms of his contract, Wells was given final script approval. 
6
 Although this chapter is mainly focused on the recurrence of such tropes in the 1933±1951 period, it 
is notable that such tropes recur in many later films, including some that I discuss in Chapter Four of 
this thesis. 
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µRIILFLDO¶ VHTXHOV DV The Invisible Man Returns (Joe May, 1940),7 Invisible Agent 
(Edwin L. Marin, 1942),8 and 7KH,QYLVLEOH0DQ¶V5HYHQJH (Ford Beebe, 1944),9 all 
of which were produced by Universal Pictures, give credit to Wells,10 and include 
special visual effects created by a team led by John P. Fulton.11 These sequels re-enact 
a similar range of themes to the first film, each featuring a principal character named 
Griffin, though their relationship with the character of that name in both the 1897 
novel and 1933 film is convoluted and sometimes entirely unknown.12 Of interest also 
are 8QLYHUVDO¶Vown parodies of the above films ± in which the now firmly established 
visual tropes of embodied invisibility are repeated as farce ± such as The Invisible 
Woman (A. Edward Sutherland, 1940),13 Abbott and Costello Meet Frankenstein 
(Charles T. Barton, 1948)14 and Abbott and Costello Meet the Invisible Man (Charles 
Lamont, 1951).15 These popular sequels and derivatives of the 1933 film form a cycle 
that clearly belongs to the same paradigm, though the ways in which they extend the 
tendencies instituted in the 1933 film ± tendencies that, in their repetition, are 
extended and intensified ± have been underexplored.16 Taken together, these films 
form a network of interrelated objects and experiences through which particular 
modes of invisible form were popularised in the mid-twentieth century. In their 
                                                 
7
 The Invisible Man Returns was first released on 12 January 1940. 
8
 Invisible Agent was first released on 31 July 1942.  
9
 7KH,QYLVLEOH0DQ¶VRevenge was first released on 9 June 1944. 
10
 Though deviating from the plot of his novel, the production of these later films was connected with 
:HOOV¶VFRQWUDFWZLWK8QLYHUVDO 
11
 All of these three sequels feature special visual effects produced by Fulton with David S. Horsley. 
Fulton, who worked on a number of films directed by Whale, had trained with Frank Williams, a 
pioneer of composite photography who, in 1916, had invented the travelling matte technique of film 
superimposition, and who was also involved with the visual effects of The Invisible Man. Arthur 
Edeson, cinematographer on The Thief of Bagdad, fulfilled the same role on The Invisible Man. 
12
 The Invisible Man Returns LV OLVWHG LQ LWV RSHQLQJ FUHGLWV VHTXHQFH DV µ$ 6HTXHO WR +* :HOOV¶V
³7KH ,QYLVLEOH 0DQ´¶ ZKLOH ERWK Invisible Agent and WKH ,QYLVLEOH 0DQ¶V 5HYHQJH are noted as 
µ6XJJHVWHGE\+*:HOOV¶V³7KH,QYLVLEOH0DQ´¶ 
13
 The Invisible Woman was first released on 27 December 1940. 
14
 Abbott and Costello Meet Frankenstein was first released on 15 June 1948. 
15
 Abbott and Costello Meet the Invisible Man was first released on 7 March 1951, having began as The 
Invisible Man Strikes Back DµVHTXHO¶WR7KH,QYLVLEOH0DQ¶V5HYHQJH) before being developed into a 
vehicle for comic duo Bud Abbott and Lou Costello (Howard Maxford, The A±Z of Horror Films 
(London: Batsfrod, 1996), p.14)). Assisted by Horsley, Fulton produced special visual effects for The 
Invisible Woman, while those for Abbott and Costello Meet Frankenstein and Abbott and Costello Meet 
the Invisible Man were supervised by Horsley. There is information about the working relationship 
EHWZHHQ)XOWRQDQG+RUVOH\LQ3DXO0DQGHOOµ0DNLQJ0LUDFOHV7KH+DUG:D\-RKQ3)XOWRQ$6&¶
American Cinematographer, 12 (December 1983), 42±52. 
16
 Also RIQRWHDUHGHULYDWLYHVVXFKDV8QLYHUVDO¶VThe Vanishing Shadow (Louis Friedlander, 1934), 
:DUQHU %URV¶ The Body Disappears ' 5RVV /HGHUPDQ  5HSXEOLF 3LFWXUHV¶ The Invisible 
Monster (Fred C. Brannon, 1950), Miller-&RQVROLGDWHG 3LFWXUHV¶ The Amazing Transparent Man 
(Edgar G. Ulmer, 1960), and the UK television series The Invisible Man (1958±1960). 
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depiction of an invisible body, these films are connected thematically but also 
stylistically and I consider the cycle as a particular category of invisible body cinema. 
 This chapter proceeds to explore three of the principal qualities that most 
characterise the inYLVLEOHERG\¶VGHSLFWLRQLQWKe 1933±1951 cycle of films. Following 
this introduction, the first part continues WKHFKDSWHU¶VRSHQLQJSUHRFFXSDWLRQZLWK the 
invisible mouth, finding tensions between invisible bodies and language as I address 
the nature of the mouth as a multifunctional organ ± equally adept at speaking, eating, 
tasting and smoking ± and as a model for a multifunctional sensorium. Part two will 
explore the LQYLVLEOHERG\¶VVW\OLQJin terms of mummification, a characterisation that 
locates invisible form at the intersection of a number of bodily debates for which ruin, 
preservation and representation figure large, and that speaks of a morbid sense of 
dislocation from the world. Part three LQYHVWLJDWHVWKHLQYLVLEOHERG\¶VSURSHQVLW\IRU
the adoption and rejection of a range of prosthetic parts, interpreting this in terms of 
sensory disorder. In each case I centre upon a reading of these motifs in which I ask 
the wider question of this thesis: What kind of history of the senses can be found in 
the onscreen invisible body? In doing so, this chapter will thus come towards a film 
theory of the senses that asks what the mid-twentieth century depiction of the 
invisible body ± itself a cultural construction that has no direct equivalent in nature ±
brings to a cultural understanding of the modern sensorium. 
 
 
One: The Invisible Mouth 
 
The vocal mouth 
7KHUHDUHSRLQWVLQ+*:HOOV¶VThe Invisible Man where the title figure is referred to 
VLPSO\DVµ7KH9RLFH¶DQGWKHDFRXVPDWLFYRLFHRIWKHLQYLVLEOHERdy ± a looked-for 
voice whose difficult-to-determine source disorientates the listener ± is a potent force 
throughout the cycle of films that derive from this text. To a 1933 audience, and even 
today, the voice of the invisible mouth might seem as if it is DYRLFHLQWKHOLVWHQHU¶V
head, mistaken for an interior monologue.17 As it mordantly mimics the 
                                                 
17
 The neurologist Oliver Sacks has written about such silent, interior voices, often experienced by the 
µpostlingually GHDI¶DVµSKDQWDVPDOYRLFHV¶2liver Sacks, Seeing Voices: A Journey into the World of 
the Deaf (New York: HarperCollins, 1990), pp.5±Q,VDEHOOH5D\QDXOGUHIHUVWR6DFNV¶VWHUP
ZKHQQRWLQJWKDWLQHDUO\VRXQGFLQHPDWKHµDFWRUV¶YRLFHVZHUHUDUHO\DVVHGXFWLYHDVWKHLPDJLQary 
Chapter Two  137 
technologically reproduced voice of the radio in the sequence described above, this 
vocal presence intimidates the disturbed Kemp into acting as the invisible ERG\¶V
YLVLEOH VXUURJDWH µD YLVLEOH SDUWQHU¶ ZKR ZLOO SDVVLYHO\ SHUIRUP DV YHQWULORTXLVW¶V
dummy. For Kemp, a listener whose immobility mimics that of the seated cinema 
spectator as his eyes dart around the room, it is the locomotion of the invisible mouth 
that distinguishes its speech from that of the fixed radio speaker, though its voice 
borrows much from such technologies of vocal reproduction. This 1933 film 
demonstrates a sensitive use of the synchronised sound process, only recently 
commercialised in the late 1920s. However, for his provision of vocals for moments 
at which his physical presence is invisible, the actor Claude Rains recorded dialogue 
separate from the cinematography.18 Explicitly connected with the aural technologies 
of radio, the loud and domineering voice of the invisible mouth, which sounds aloof 
and separate from the other voices within the film, thrives amidst the nuanced sensory 
landscapes of infant sound cinema, self-consciously addressing an augmented 
cinematic mode and experience in which both speaking and listening figure 
significantly.19 
The Invisible Man¶VGLUHFWRU-DPHV :KDOH¶VILUVWHQFRXQWHUZLWKILOPPDNLQJ
after working in the theatre for a decade, was as director of dialogue sequences for the 
1929 film The Love Doctor (Melville W. Brown), before undertaking similar duties 
RQ +RZDUG +XJKHV¶V  +HOO¶V $QJHOV, after its mid-production change from a 
silent to a talkie. Though not among this first wave of widely released sound films, 
The Invisible Man was significant in playing with the growing prevalence of 
                                                                                                                                            
YRLFHV>«@HDFKVSHFWDWRUKDGIRUPHGLQKLVKHUPLQG¶,VDEHOOH5D\QDXOGµ'LDORJXHVLQ(DUO\6LOHQW
6RXQG6FUHHQSOD\V:KDW$FWRUV5HDOO\6DLG¶ LQ The Sounds of Early Cinema, ed. by Richard Abel 
and Rick Altman (Bloomington and Indianapolis: Indiana University Press, 2001), pp.69±78 (p.72)). 
18
 $FFRUGLQJWRILOPKLVWRULDQ5XG\%HKOPHUµPXFKRI5DLQV¶GLDORJXHWKURXJKRXWWKHILOPZDVHLWKHU
pre- or post-UHFRUGHG¶5XG\%HKOPHUµ$XGLR&RPPHQWDU\¶The Invisible Man, dir. by James Whale 
(Universal Pictures, 2004) [on DVD]). It is notable that the very first scene of the film depicts a 
character miming the playing of an automated player-piano. 
19
 'LVFXVVLQJWKHSUHVHQFHRIUDGLRLQ/XW]3HWHU.RHSQLFNQRWHVWKDWµFRQVLGHULQJWKHIDFWWKDW
film practitioners at the same time were at pains to articulate voice and body into persuasive harmony, 
UDGLRPXVW KDYHKDG VRPHWKLQJ XQFDQQ\ >DERXW LW@ >«@5DGLR LQ WKHYLHZVRI HDUO\ FRPPHQWDWRUV
destabilized space and unhinged temporal coordinates. It severed voice from body, split sounds and 
VLJKWVIUDJPHQWHGWKHDXGLHQFH¶VSHUFHSWLRQ¶7KHIRUFHIXOQHVVZLWKZKLFKWKHLQYLVLEOHPDQ¶VYRLFHRI
terror propagates its ideology, associated as it is with radio broadcast, can be connected with the 
election, in Januar\RI$GROI+LWOHUDVFKDQFHOORURI*HUPDQ\.RHSQLFNFRQWHQGVWKDWµ5DGLR
ZDVVXUHO\LQVWUXPHQWDOLQHOHYDWLQJWKH1D]LPRYHPHQWWRSRZHU,QWKHHOHFWRUDWHRI*RHEEHOV¶V
voice entered more than four million households through radio loudspeakers. Unlike the speeches of 
the democratic leaders, Goebbels and Hitler mesmerized their listeners with vocative resolve, visionary 
DSSHDODQGILHUFHHPRWLRQDOLVP¶ /XW]3HWHU.RHSQLFN The Dark Mirror: German Cinema between 
Hitler and Hollywood (Berkeley and Los Angeles, CA: University of California Press, 2002), p.61.) 
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DXGLRYLVXDO FLQHPD DV SDUW RI LWV RZQ VHQVDWLRQDO HIIHFWV $V WKH ILOP¶V ZULWHU 5&
6KHUULII ZRXOG UHIOHFW WKH ILOP µZDV WKH ILUVW WDONLH WR OHW LWVHOI JR RQ WULFN
SKRWRJUDSK\¶20 and it is this fusion of composited sound and composited image ± 
which I shall discuss in more detail in part two ± that is most of note; a contemporary 
review emphasised how Whale had employed µSULQFLSDOO\ &DPHUD (IIHFWV DQG $
Voice with sensational, eerie, spine-tingling reactions on the beholdHU¶21 The film 
XWLOLVHGWKHUHFHQWO\GHYHORSHGµ:HVWHUQ(OHFWULF1RLVHOHVV5HFRUGLQJ6RXQG6\VWHP¶
ZKLFKDVSXEOLFLW\IURPWKHWLPHVWDWHVµHOLPLQDWHVDOOH[WUDQHRXVVRXQGVKLVVLQJDQG
VFUDWFKLQJ QRLVHV¶22 this system allowed a starker contrast between the invisible 
ERG\¶VYRLFH DQG LWV VLOHQFH, so emphasising both. 5DLQV¶V H[DJJHUDWHG DQGSRLQWHG
vocal performance was widely celebrated,23 and these skills were attributed to the 
vocal therapy he had received in overcoming a youthful speech impediment, along 
with his recovery from a First World War gas attack in whicKKLVµYRFDOFKRUGVZHUH
paralyzHG¶KLVYRLFHVXEVHTXHQWO\PRUHDEUDVLYH24 
With no visible source, the dominant oral character of this voice reverses the 
WHQGHQF\ REVHUYHG LQ :DOWHU - 2QJ¶V  UHIOHFWLRQ WKDW µWKH VKLIW IURP RUDO WR
written speech [that developed around the sixteenth century] is essentially a shift from 
VRXQG WR YLVXDO VSDFH¶ DV µSULQW UHSODFHG WKH OLQJHULQJ KHDULQJ-dominance in the 
world of thought and expression with the sight-dominance which had its beginnings 
ZLWKZULWLQJ¶25 Ong argues that, µ[t]hough words are grounded in oral speech, writing 
W\UDQQLFDOO\ORFNVWKHPLQWRDYLVXDOILHOGIRUHYHU$OLWHUDWHSHUVRQ>«@FDQQRWIXOO\
recover a sense of what the word is to puUHO\ RUDO SHRSOH¶26 The invisible mouth 
stimulates the shock of such a recovery as it enacts absolute linguistic invisibility: 
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 R.C. Sherriff, No Leading Lady: An Autobiography (London: Gollancz, 1968), p.287. Sherriff also 
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Routledge, 2002), pp.115, 119. 
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 Ong, Orality and Literacy, pp.11±12. 
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words unlocked IURP WKH YLVXDO ILHOG 2QJ DVVHUWV WKDW µZLWK WHOHSKRQH UDGLR
television and various kinds of sound tape, electronic technology has brought us into 
WKH DJH RI ³VHFRQGDU\ RUDOLW\´¶ ZKLFK LV µHVVHQWLDOO\ D PRUH GHOLEHUDWH DQG VHOI-
FRQVFLRXV RUDOLW\¶ WKDQ WKDW RI SUH-literate culture.27 The adhesion of the invisible 
body to such a range of aural technologies ± the telephone, which, like radio, had been 
popularised through the 1920s, features particularly strongly throughout the cycle (fig. 
2.8) ± PDUNVWKHLQYLVLEOHERG\DVDQDJHQWRIµVHFRQGDU\RUDOLW\¶28 The breakdown of 
written language is ripe in the title sequences of these films ± normally the place in 
cinema where language is at its most visual. The title cards of both The Invisible Man 
and its 1940 sequel The Invisible Man Returns display unstable written text ± words 
formed from unfocused and unstable marks ± that echoes both the visual aberrance 
and uncertain materiality of the invisible body, marking the invisible as unstable and 
illegible (fig. 2.10). 
Such tensions between language, invisibility and the body connect well with 
the concerns of philosopher MichHO6HUUHV¶VZRUNThe Five Senses, to which I 
ZLOOUHWXUQDQXPEHURIWLPHVWKURXJKRXWWKLVFKDSWHU)RU6HUUHVµODQJXDJHUHSODFHV
H[SHULHQFH¶QRWµDVDQHTXLYDOHQFH¶EXWDVµDQDEXVHDQGDYLROHQFH¶DVµWKHWRQJXH
that talks annuls the tongue that WDVWHV RU WKH RQH WKDW UHFHLYHV DQG JLYHV D NLVV¶29 
-HQQLIHU /HD VXPPDULVHV 6HUUHV µFHQWUDO DUJXPHQW¶ DV EHLQJ µWKDW IRU WRR ORQJ
language has separated the western subjecWIURPWKHVHQVHVDQGWKHERG\¶DQGWKDWit 
µis only by leaving language behind that WKHIOHVKLV³IUHHG´DQGLWLVSRVVLEOHWR³JHW
EDFN´ WR WKH VHQVHV¶30 The ending of The Invisible Man ± which I shall discuss in 
more detail in part two ± hints at such a liberation from the domination of language, 
GHSLFWLQJ WKH LQYLVLEOH ERG\¶V UHWXUQ WR visibility, and entry into death, to coincide 
ZLWK WKH LQYLVLEOHPDQ¶V DEVROXWH silence, an unspoken word that is printed in large 
letters RQ*ULIILQ¶VKRVSLWDOGRRU(fig. 2.11). 
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The multifunctional mouth 
Prior to this quietude, however, the vocal excesses of this mouth disguise further 
tensions in the cavity: the deeper the gaze into its invisibility, the more keenly can it 
be recognised as something more than an instrument of vocalisation alone. Upon its 
entry into the narrative, the mouth is muffled, covered by a scarf that remains in place 
DV *ULIILQ RUJDQLVHV D SULYDWH URRP IRU KLPVHOI DW WKH /LRQ¶V +HDG LQQ LW LV RQO\
H[SRVHG ZKHQ *ULIILQ¶V IXUWLYH DFW RI HDWLQJ LV VXEVHTXHQWO\ LQWHUUXSWHG E\ KLV
landlady (fig. 2.120UV+DOO¶VLQWHUUXSWLRQLVDQentrance through which she, and the 
ILOP¶VDXGLHQFH, enter into a prohibited visual encounter with the invisible: two shots 
RI 0UV +DOO¶V UHVSRQVH IUDPH WKH PRPHQWDU\ LPDJH RI WKH LQYLVLEOH PRXWK RQ WKH
soundtrack a delicately textured wind is heard, a soundscape punctuated with the 
SHUFXVVLYH VWURNHRI*ULIILQ¶VGURSSLQJKDQGDJDLQVW WKH WDEOH DEHDW WKDW FRLQFLGHV
with this vision of mouth as glaring void (fig. 2.13). The moment comes and goes so 
quickly that the film frame can be thought of as a mouth, opening as it passes over the 
projector lamp, its lips the surrounding black border, as perforations interlace with 
sprocket teeth. This sight, which, on a conventional viewing of the film, does not 
permit close scrutiny, produces a disturbing interpretation of what Wells describes as 
a µYDVW DQG LQFUHGLEOH PRXWK WKDW VZDOORZHG WKH ZKROH RI WKH ORZHU SRUWLRQ RI KLV
IDFH¶IM 11).31 Such an apprehension offers, in both novel and film, a first point of 
entry into the invisible body, depicting a terrifying consumption wherein the maw, 
ready to consume the food before it, appears instead as a gaping black hole that seems 
to consume itself (fig. 2.14). 
This interruption, a repression of the gustatorial mouth, serves to exemplify 
the recurring circumstance contrivHGE\:HOOVLQZKLFK*ULIILQ¶VFRQVXPSWLRQRIIRRG
is impeded; when he does manage to eat, the process of consumption is loaded with 
DQ[LHW\$V*ULIILQUHPDUNVµWRHDWWRILOOP\VHOIZLWKXQDVVLPLODWHGPDWWHUZRXOGEH
to become grotesquely visible agaiQ¶YLVLEOHIRRGRQO\JUDGXDOO\EHLQJGLJHVWHGLQWR
invisibility (IM $VKHH[SODLQVWKDWµLW¶VQRWTXLWHDVVLPLODWHGLQWRWKHV\VWHP¶
an observer notes the appearance of half-GLJHVWHGEUHDGDQGFKHHVHLQµWKHDSSDUHQWO\
HPSW\ VSDFH¶ WR EH µ6RUW RI JKRVWO\¶ IM 47). This interpretation resonates sharply 
ZLWK D SDVVDJH IURP &KDUOHV 'LFNHQV¶V  A Christmas Carol where Ebenezer 
Scrooge refuses to believe in the audiovisual presence before him of the ghost of his 
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 H.G. Wells, The Invisible Man, ed. by Patrick Parrinder (London and New York: Penguin, 2005), 
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long-dead partner Jacob Marley. When thH JKRVW DVNV µ:K\ GR \RX GRXEW \RXU
VHQVHV"¶6FURRJHDUJXHV WKDW µ$ VOLJKWGLVRUGHURI WKH VWRPDFKPDNHV WKHPFKHDWV
You may be an undigested bit of beef, a blot of mustard, a crumb of cheese, a 
IUDJPHQWRIDQXQGHUGRQHSRWDWR¶32 Wells extends 6FURRJH¶V wary sensory analysis, 
and in doing so ratifies the sensualities of the stomach as a valid mode of worldly 
encounter.33 6KHUULIIDQG:KDOH¶VILOPDGDSWDWLRQVLPLODUO\KDYHWKHLU*ULIILQZKLOVW
HDWLQJVWDWHWKDWµ,PXVWDOZD\VUHPDLQLQKLGLQJIRUDQKRXU after meals: the food is 
YLVLEOH LQVLGH PH XQWLO LW LV GLJHVWHG¶ EXW WKH\ H[WHQG WKH VWRPDFK¶V FHQWUDOLW\ LQ
changLQJ*ULIILQ¶VUROH as a µVWXGHQWRIPROHFXODUSK\VLFV¶IM 89) to a lab assistant 
working with gastric phenomena. At one point, Kemp states WKDW*ULIILQ¶VHPSOR\HU
'U&UDQOH\KDVµGLVFRYHUHGPRUHDERXWSUHVHUYLQJIRRGWKDQDQ\PDQOLYLQJ>«@,W¶V
D SODLQ VWUDLJKWIRUZDUG MRE LW¶V QRW URPDQWLF EXW LW VDYHV KXQGUHGV RI GHDWKV DQG
WKRXVDQGV RI VWRPDFK DFKHV¶ 7KH WDVWLQJ PRXWK LV LQ HYLGHQFH throughout the 
subsequent cycle of films, forming a defining motif of embodied invisible presence 
(fig. 2.15). 
The potent but problematic gustatoriality of the invisible mouth, then, 
annunciates tensions between the mouth as seemingly disembodied agent of speech 
and of wholly embodied mechanism of taste and ingestion; most interpretations of the 
invisible mouth in The Invisible Man have concentrated on the former while ignoring 
the latter. Serres identifies such a hierarchical duality in the cultural understanding of 
the mouth firstly as vocal mechanism and secondly as port of consumption ± the latter 
QHDWO\ VXPPDULVHG E\ 'DYLG +RZHV DV µWKH VXERUGLQDWH WDVWLQJ PRXWK¶.34 6HUUHV¶V
The Five Senses ends with the observation that: 
 
Each time an organ ± or function ± is liberated from an old duty, it invents. 
>«@[F]reed by our verticality from the vital necessity to grasp, the mouth, jaw 
RU PDZ EHJLQV WR VSHDN ZRUGV >«@ $QG WR ZKDW QHZ XVH RXU UHJHQHUDWHG
language will be put.35 
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For all of its involvement with language, the invisible mouth, as depicted in The 
Invisible Man, is a multifunctional organ that serves as a potent site of sensation, 
articulating invisibility as a multisensory mode of embodiment: one involved with the 
body as much as with the intellect. 
 
An atmosphere of synaesthesia 
In its disruption of conventional schemes of sensation, the invisible body bears a 
compelling relationship with synaesthesia, the neurological phenomenon that Richard 
&\WRZLFKDVUHIHUUHGWRDVµDXQLRQRIWKHVHQVHV¶36 and one form of which concerns 
unconventional conjunctions between language and taste: lexical-gustatory 
synesthesiaZKLFKµLQYROYHVWDVWLQJWKHIODYRUVRIIRRGLQUHVSRQVHWRKHDUGUHDGRU
WKRXJKW ZRUGV¶37 The Oxford English Dictionary provides one definition of 
V\QDHVWKHVLDDVWKHµrelationship between speech sounds and the sensory experiences 
WKDWWKH\UHSUHVHQW¶;38 the smoke that I have described as emanating from the invisible 
mouth expresses such a relationship, in which mingles both linguistic and sensorial 
peculiarity. In the midst of this smoking the voice is not only heard but is also seen: 
not as text, but as something other, something altogether less programmatic: a kind of 
atmosphere, a kind of breath.39 Relevant here and symptomatic of an understanding of 
WKHPRXWKDVDPXOWLIXQFWLRQDOV\QDHVWKHWLFRUJDQDUH6WHYHQ&RQQRU¶VREVHUYDQFHRI
the term ventriloquism WR UHODWH WR ERWK WKH /DWLQ µYHQWUL¶ PHDQLQJ EHOO\ DQG WKH
)UHQFK µYHQW¶ PHDQLQJ DLU40 Such a mix evokes well the fusion of materiality and 
immateriality expressed in the voice of the invisible body. 
In The Invisible Man, Griffin is twice shown smoking, both when nakedly 
invisible and visibly clothed, the repetition emphasising the cigarette and cloud of 
smoke as a potent signifier of the invisible body (fig. 2.16). Such an ethereal aesthetic 
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is motivated in the dense blizzard from which Griffin first emerges, an atmosphere 
exacerbated as he evades the storm only to enter into the smoke-filled interior of the 
/LRQ¶V+HDG; at the climax, he is similarly smoked out of a burning barn (fig. 2.17). I 
have already referred to the opening credits sequence, in which pale text is defocused 
DJDLQVW DEDFNGURSRIYDJXHHWKHUHDO VZLUOV WKH ILOP¶VRULJLQDOSRVWHU OLNHZLVH VHHV
visage and text emerge from the smoke of a test tube (fig. 2.18). The Invisible Man 
Returns is similarly pervaded with such atmospheres; bookended with a glide over a 
desolate smoky landscape, the action takes place in four principal locations: an 
isolated farmhouse encompassed in swirling mist; a colliery that pollutes the air with 
the smog and dust of industry; a hazy wood; a fog-bound mansion whose interiors 
become polluted with smoke intended to reveal the invisible body (figs 2.19 and 
2.20). The titular Invisible Agent first becomes invisible whilst parachuting through 
cloud cover, 7KH,QYLVLEOH0DQ¶V5HYHQJHalso opens and closes with credits against a 
background of fiercely billowing smoke, while Abbott and Costello Meet the Invisible 
Man shows its invisible body to be outlined in steam (fig. 2.21). Such atmospheres 
confer attributes of both illegibility and infernality upon these invisible figures, but 
also come to settle upon more embodied matters of the air. 
In explaining becoming invisible as a process through which the body¶V
µUHIUDFWLYHLQGH[FRXOGEHPDGHWKHVDPHDVWKDWRIDLU¶IM 91), Wells deploys air as 
a key, though unstable, metaphor of invisible materiality. For air, two senses of 
lightness ± paleness and weightlessness ± compete as sense is made of the matter of 
invisibility, and to this mix Wells adds the light, airy nature of the intellect, as Griffin 
GHVFULEHVKLVLQVSLUDWLRQDVDPRPHQWRIJHQLXVLQZKLFKµOLJKWFDPHWKURXJKRQHRI
the meshes suddenly ± EOLQGLQJO\¶ IM 89).41 For Marina Warner, matters of the 
imagination similarly speak the language of the air; she notes that 
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an airy physics [that] passed from antiquity to early Christian thought, 
composed of breath, vapour, liquor, and cloud, governs the composition of 




Light, as both radiance and weightlessness, buoys the angelic body, an 
impossible body, incorporated but not enfleshed; light clothes it and renders it 
at once palpable and insubstantial: the lightness of being not so much 
unbearable as transcendent.43 
 
,QFRQWUDVWWKHRQVFUHHQLQYLVLEOHERG\¶VHYDVLRQRIOLJKWFRPHVWRUHVWXSRQDVHQVH
of heaviness; in its refutation of the visual, invisibility fuses the lightness of being 
with earthen weight, as can be seen LQ *ULIILQ¶VGLVWXUELQJGHSUHVVLRQ LQ WKHHPSW\
chair. Invisible Agent extends such correspondences in an impressively constructed 
bubble-bath sequence ± the figure bathing in order to cleanse away the atmospheric 
filth WKDWPLJKWLQFUHDVHWKHERG\¶VµUHIUDFWLYHLQGH[¶± in which the invisible body is 
surrounded by, and contrasted with, the visible airy matter that defines its boundaries 
(fig. 2.22). 
7KHµDLU\SK\VLFV¶RIWKHLQYLVLEOHERG\± as exemplified iQ*ULIILQ¶VHQWU\LQWR
.HPS¶VVWXG\ZKLFKLVVXHVIRUWKDV\PSDWKHWLFEUHH]HWKDWPRYHVDERXWWKHURRP± 
DERXQGV WKURXJKRXW WKH ILOPF\FOHH[WHQGLQJ:HOOV¶VVXJJHVWLRQ WKDWVXFKDERG\¶V
invisible movement can EHVHQVHGE\RWKHUVDVDµOLWWOHEUHH]H¶WKDW µVHHPHGWRULSSOH
RYHUWKHJUDVV¶IM 137). The presence of the invisible body is frequently announced 
by the animation and displacement of grass, leaves and shrubs, while doors and 
curtains open as if stirred by a gust (fig. 2.23). These effects rely upoQ WKH ERG\¶V
interaction with the natural environment and propel a rethinking of the materialities of 
the air ± so often considered a non-presence ± thus FRQQHFWLQJ ZLWK &RQQRU¶V
observation that, like µULSSOLQJ JUDVV DQG TXLYHULQJ OHDYHV VPRNH GLVFORVHV the 
PLUDFXORXV PXVFXODWXUH RI WKH DLU¶V PRELOH ERG\¶44 Rather than adopting the 
perceived immateriality of the air, the invisible body instead betrays the substantiality 
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SDUDRI 
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of the gaseous. It is with reference to Merleau-Ponty that Connor has also observed 
thDW µ>Y@ision and the invisible together form an atmosphere, which guarantees their 
contact without itself ever becoming visible, just as one sees by means of light 
ZLWKRXWEHLQJDEOHWRVHHOLJKWLWVHOI¶45 Such an atmosphere, in which vision and the 
invisible make contact, swirls around the invisible body, reminding that, for Serres, 
WKHDLULVµWKHPHGLXPIRUHYHU\VLJQDOWKDWUHDFKHVRXUVHQVHV¶ 
 
The air, an indistinct mixture, light, subtle, unstable, promotes combinations: 
as vector of everything, it blocks nothing. Medium of the sensorium, general 
excipient of mixtures: principal chamber of the confused clepsydra.46 
 
Serres describes the wind in similar terms, likening it to the soul: 
 
The wind. The movement of the light, subtle, vaporous, turbulent air, 
rhythmic, almost periodic, chaotic; mixture and carrier of mixtures, confused, 
the medium of every signal that reaches our senses, penetrating body, nose, 
mouth, ears, throat and lungs, surrounding the skin. Base line of the senses, 
carrier to all of them.47 
 
Of these persistent atmospheric associations, the specific act of smoking 
expresses most about the sensory identities of the invisible body. Such imagery takes 
its cue from an evocative description by Wells, who writes that, when smoking, the 
invisiblH PDQ¶V µPRXWK DQG WKURDW SKDU\Q[ DQG QDUHV EHFDPH YLVLEOH DV D VRUW RI
ZKLUOLQJ VPRNH FDVW¶ IM 82), the mouth marked as a toxic location that channels 
between inside and outside, and between body and world. Like the billowing smoke 
from a distress flare, cigarette smoke similarly expresses the alarming presence of the 
invisible body in The Invisible Woman, Invisible Agent, Abbott and Costello Meet 
Frankenstein and Abbott and Costello Meet the Invisible Man (figs 2.24 and 2.25). If, 
in The Invisible Man, Griffin seems to require a cigarette in order to express his plans 
IRU D µUHLJQ RI WHUURU¶ VXFK JDVHRXV HQYLURQPHQWV DOVR VHUYH DV DWPRVSKHUHV RI
introspection, the practice of smoking speaking, silently, of the process of thought: the 
act of internal rumination in which the solitary smoker is so often engaged. That the 
technique of matte double-exposure is often used to convey the smoking invisible 
presence serves a Balázsian understanding of cinematic effects and psychic apparatus 
(as outlined in Chapter One). When, in the main visual innovation of The Invisible 
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Man Returns, the eponymous figure appears suddenly outlined in the traces of his 
SXUVXHU,QVSHFWRU6DPSVRQ¶V cigar smoke (fig. 2.26), which throws the density of the 
body into sharp relief, this appearance is simultaneously DPDQLIHVWDWLRQRI6DPSVRQ¶V
intellectual powers of deduction. AV KH VHHNV WKH LQYLVLEOH PDQ WKH GHWHFWLYH¶V
incessant blowing of smoke everywhere he looks expresses well his seeking of 
inspiration from the otherwise invisible traces around him.48 The startling appearance 
stimulates a shock in the spectator; truly a breathtaking moment, but one also in 
which the exhalation of smoke is seen to speak of an intensified breathing process: a 
process that itself is normally invisible. In this way, the µ9RLFH¶ VSHDNV RI DQ
embodied air: the breathy stuff of the body. If smoke is a making visible of the stuff 
of the mouth, then this invisible mouth that speaks and smokes produces a 
synaesthetic atmosphere in which to hear air and see sound, and so challenging the 
audiovisualities of the cinematic medium, even in their apparent infancy. 
 
The breathing voice 
For Aristotle, writing in De Anima [On the Soul], the voice µLV D NLQG RI VRXQG
characteristic of what has VRXO LQ LW¶ as well as µD FHUWDLQ PRYHPHQW RI DLU¶49 But, 
more than this, the voice is an embodied expression of the intellect: 
 
9RLFHWKHQLVWKHLPSDFWRIWKHLQEUHDWKHGDLUDJDLQVWWKHµZLQGSLSH¶DQGWKH
agent that produces the impact is the soul resident in these parts of the body. 
Not every sound, as we said, made by an animal is voice (even with the tongue 
we may merely make a sound which is not voice, or without the tongue as in 
coughing); what produces the impact must have soul in it and must be 
accompanied by an act of imagination, for voice is a sound with a meaning, 
and is not merely the result of any impact of the breath as in coughing; in 
voice the breath in the windpipe is used as an instrument to knock with against 
the walls of the windpipe.50 
 
As Aristotle recognises the diversity of the complex relationships between the air and 
the body, he does so with particular reference to the multifunctional mouth, noting 
that once µair is inbreathed, Nature uses it for two different purposes, as the tongue is 
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 Correspondences between the activities of smoking and thinking are rich in the literature and film of 
this period ± perhaps most exemplified in the figure of Sherlock Holmes, for whom the pipe and 
smoking jacket are the essential attributes of intellectual activity. Although not as dynamic as 
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used both for tastinJDQGIRUDUWLFXODWLQJ>«@1DWXUHHPSOR\VWKHEUHDWKERWKDVDQ
indispensable means to the regulation of the inner temperature of the living body and 
DOVR DV WKH PDWWHU RI DUWLFXODWH YRLFH¶51 Such comments certify the multifunctional 
character of the mouth ± a potent site of soulful expression ± whilst testifying to the 
embodied invisibility of breathy vocal presence. 
More recently, these notions have been extended in the writing of Frances 
Dyson, who touches upon the range of extra-aural effects that sound may stimulate. 
She observes that: 
 
Sound surrounds. Its phenomenal characteristics ± the fact that it is invisible, 
intangible, ephemeral, and vibrational ± coordinate with the physiology of the 
ears, to create a perceptual experience profoundly different from the dominant 
VHQVHRIVLJKW>«@,PPHUVHGLQVRXQGWKHVXEMHFWORVHVLWVVHOIDQGLQPDQ\
ways, loses its sense. Because hearing is not a discrete sense, to hear is also to 
be touched, both physically and emotionally. We feel low sound vibrate in our 
stomachs and start to panic, sharp sudden sound makes us flinch involuntarily, 
a high pitched scream is emotionally wrenching: sound has immediate and 
obvious physical effects. In listening, one is engaged in a synergy with the 
world and the senses, a hearing/touch that is the essence of what we mean by 
gut reaction ± a response that is simultaneously physiological and 
psychological, body and mind.52 
 
'\VRQ FRQWLQXHV OLNHQLQJ WKH µDEVWUDFWHG¶ XQGHUVWDQGLQJ RI VRXQG WR WKDW RI
µDWPRVSKHUH¶ µOLNH D GHQVe fog, it disappears when approached, falling beyond 
discourse as it settles within the skin. As sound rides the cultural divisions between 
ODQJXDJHDQGEDEEOHPXVLFDQGQRLVHYRLFHDQGWKHERG\¶VDEMHFWHIIXVLRQVLWUHVLVWV
WKHRUL]DWLRQ¶53  She notes that: 
 
Traditionally, the voice grounds the subject in presence, and here µpresence¶ 
signifies both the temporal present and the µpresentation to the senses,¶ which 
Western ontology demands to attribute existence. Projected from the inside to 
outside, heard at the moment of utterance, the voice establishes a circuit 
between perception and intellection, between the thinking mind and the 
speaking body, between the interior and the exterior, and between the subject 
and the object.54 
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Such a circuit is richly in evidence throughout the cinematic cycle with which 
this chapter is preoccupied, in which the invisible mouth speaks its mind even as its 
smoking ± a certain stimulant of mind, body and nervous system ± signals both the 
elementary stuff of cognition and the breathy stuff of corporeality. In this smoky 
HQYLVLRQLQJ RI DLU LV VKRZQ VRPHWKLQJ RI UHVSLUDWLRQ WKH LQYLVLEOH VPRNHU¶V OXQJV
throwing into relief the usually unseen stuff of the breathing process. The general 
invisibility of breath can be understood to REVFXUHWKHERG\¶VFRQVWDQWDQGHVVHQWLDO
interaction with the world around it; the largely unseen presence of oxygen and of air 
resembles the invisible body in its registration via extra-visual sensation: in terms of 
sound, smell and tactility, but also through temperature and force. Though partly 
focused upon the internal operations of the body, this particular visual trace of airy 
particles actually emphasises the everyday economy of exchange that occurs as the 
body processes the air in which it is embedded: breathing is central to the concept of 
enworldment DQG WKH LQYLVLEOH ERG\¶V EUHDWK WKXV VHUYHV DV D SRWHQW PRWLI RI WKLV
notion.55 As The Invisible Man GUDZV WR D FOLPD[ LW LV WKH IXJLWLYH*ULIILQ¶VKHDY\
breathing whilst asleep that ultimately betrays his location to the police, so leading to 
his death by shooting. Although the fatal bullet is trained upon the space above the 
IRRWSULQWVLQWKHVQRZLWVWUDMHFWRU\µWKURXJKERWK >RI*ULIILQ¶V@ OXQJV¶LVVLJQLILFDQW56 
The discreet activities of breathing are further emphasised through the careful 
construction, by Fulton and his team, of a dummy torso that, as Fulton describes, 
IHDWXUHV µD FKHVW LQJHQLRXVO\ FRQWULYHG WR PRYH DV WKRXJK EUHDWKLQJ¶ DQLPDWHG WR
convey the flux and pulse of the living organism.57 As Griffin lies in the hospital bed, 
his invisible chest gently disturbs the sheets as it rises and falls. Finally, this invisible 
body expires, breathing its final breath just as it returns to visibility (fig. 2.27). 
The act of breathing is adopted by Jennifer M. Barker as a process through 
which an embodied relationship with cinema can be understood. Barker concludes her 
2009 book The Tactile Eye with reference to breath as a µliteral, embodied act of 
LQVSLUDWLRQ¶ZKLFKVKHGHVFULEHV 
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begins at the surface (we encounter a breeze on our skin, breathe it in through 
lips or nose) and proceeds through the muscles (throat, chest, and stomach 
expand as we draw it in) into the depths (our lungs, ventricles, and even the 
bloodstream fill up with oxygen). It reverses direction as well, to be exhaled 
through lips and nose again and to appear as vigor or lassitude in the muscles 
and perhaps a blush on the cheek. Thus, inspiration is transitive (both 
objective and subjective, inward- and outward-moving), and it is pervasive 
and diffuse (involving the surface, middle, and depth of the body). It vacillates 
in the space between immanent and transcendent: it is embodied by a single 
subject, but at the same time it constitutes the bond between that subject and 
all otKHUVDVZHOODVWKDWVXEMHFW¶VLPPHUVLRQLQDZRUOGRIPDWHULDOLW\58 
 
Barker persuasively maps this analysis of breathing onto the experience of cinema: 
 
The cinema in-spires us, literally and metaphorically; the hyphen may help to 
maintain both these senses of the word as well as the reversibility of the act 
itself. When a film has captured our attention completely, we are drawn in (in-
spired) by it. Its body opens onto ours and invites, even inhales, us; we might 
even feel its pulse and breath as our own. The film takes in our forms of 
being-in-the-world, and at the same time fills us up and animates us with 
sensations and attitudes. Not only does the film µbreathe in¶ distinct tactile 
EHKDYLRUV>«@LWDOVREUHDWKHVLQVW\OHVRIVHQVLWLYLW\WRWKHZRUOGaround us. 
 A µbreathtaking¶ film not only makes us gasp in astonishment at what 
ZH¶UHZDWFKLQJLWDOVRWDNHVRXUEUHDWKLQDQGJLYHVLWEDFNWRXVLQFLQHPDWLF
form. We take in its color, light, movement, drama, music, violence, eroticism, 
grandeur, intimacy, or immensity, for example. At the same time and in the 
same, bi-directional movement, we express these qualities back to the film in 
RXURZQKXPDQIRUPDQGWKHILOPGUDZVWKHVHWKLQJVIURPXV>«@:HWDNHLQ
WKH ILOP¶VYLWDOLW\ DQG WKHVW\OHRI LWVexperience of the world, and we adopt 
and express those things back to it. We in-spire in both directions at once, 
infusing the film with our own particularly human version of those qualities.59 
 
This system of cinematic encounter, in which film and viewer rhythmically and 
reciprocally exist, is in sympathy with the further unfolding of this chapter, as I 
interrogate the ways in which the imagery of the invisible body in this cycle of films 
can respond to questions about relationships between the cinematic mode and the 
philosophy of the senses, and how the experience of the invisible body connects with 
a sensual experience of the world. 
 
* 
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If The Invisible Man occupies a powerfully self-reflexive position as representative of 
sound cinema, then it can also be understood to speak for the further functions of the 
mouth and as a key point at which to enter into the meanings of the invisible body. As 
Dyson has stated: 
 
7KH ZRUG µDXUDO¶ IURP WKH /DWLQ auris: pertaining to the ear, derives from 
µDXUD¶ RULJLQDOO\ *UHHN IRU µDLU¶ DQG DGRSWHG E\ /DWLQ DV µD VXEWOH XVXDOO\
LQYLVLEOH H[KDODWLRQ RU HPDQDWLRQ¶ /LNH WKH YRLFH WKH EUHDWK VWUDGGOHV WKH
internal and external; the autonomic reflex that is beyond control, and the 
signifying expression ± such as the well-timed sigh ± that is not yet language 
but has meaning nonetheless.60 
 
As a multifunctional, synaesthetic organ, it is appropriate that the invisible mouth 
should now open out onto the main themes of this chapter, which concern the 
relationship between the onscreen invisible body and the cultural construction, and 
reconstruction, of the senses. As has been seen, the invisible mouth is an agent of the 
sensorium in which the fraught matter of the senses ± problems of individuating the 
sense organs and of reconciling sensory experience with language ± is well expressed, 
and that, in its connection with the everyday processes of digestion and breathing, can 
be thought to encapsulate something of the sensorialities of cinema, not to say the 
cinemacities of the sensorium. 
 
 
Two: The Skin of the Invisible Body 
 
The malfunctioning invisible body 
Just as the materialised invisible body of Siegfried pursues a powerful relationship 
with death and dissolution, such also holds true for The Invisible Man, the climax of 
which syQFKURQLVHVWKHERG\¶VUHDSSHDUDQFHDQGGHDWKFRUSRUHDOGHPLVHVWLPXODWLQJ
the resettling of the visual order.61 ,QDKRVSLWDOEHG*ULIILQ¶VPRUWLILHGUHDSSHDUDQFH
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 $V WKH SUHVLGLQJ GRFWRU VWDWHV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unfolds from the inside out, cinematically orchestrated as a dissolving succession of 
still frames that expresses the finality of a passage towards stillness (figs 2.29 and 
2.30 7KH VWLOOHG ERG\¶V YLVXDOLVDWLRQ LV DQ DUUHVWLQJ VLJKW WKDW SURYRNHV WKH
resumption of normal motion ± that of 24 frames per second ± and so allows the film 
to end: the mobile camera retreats and the image fades to a final black, darkness 
preferred in lieu of a continued vision of rigor mortis and decay (fig. 2.31). Fulton 
explains the creation of this closure: 
 
First, we showed the bed, occupied by its invisible patient; the pillow, 
indentation and all, was made of plaster, and the blankets and sheets of papier-
mache [sic]. A long, slow lap-dissolve revealed the skeleton (a real one, by the 
way); another lap-dissolve replaced the skeleton with a roughly-sculptured 
dummy, which suggested the contours of the actor; and a further series of 
dissolves, each time using a slightly more finished dummy, brought us to the 
UHDODFWRUKLPVHOI>«@DQGDILQDOIDGH-out ended the picture.62 
 






process of X-ray imaging, and the fLOP¶V FROOLVLRQRI VWLOO LPDJHV ZLWK WKHPRYLQJ-
image technique of lap dissolve further evokes the graduated passage into frozen 
legibility of photographic processing. It is notable too that the fading into 
apprehension of the invisible body segues into a dense black: an unexposed measure 
of film whose emulsion is undisturbed by any reflection. Although the viewer could 
blink and miss this nakedly visible body, its long-awaited revelation is all the more 
                                                                                                                                            
status as a corpse, aligning him with the shrouded body of his first victim, the revelation of whose 




 Relationships between image-making, death, penetration and materiality emerge vividly at the close 
RI:HOOV¶VQRYHOZKHQWKHLQYLVLEOHPDQLVKRXQGHGE\DFURZGZKREHDWNLFNDQGVWULNHKLPZLWKD
spade until he stops brHDWKLQJ DQG KLV KHDUW IDLOV )RU :HOOV WKH LQYLVLEOH PDQ¶V YLVLEOH FRUSVH LV D
pitiful and stark image of death, one that is marked as repulsive and profane as a member of the crowd 
FULHVµ)RU*DZG¶VVDNHFRYHUWKDWIDFH¶*ULIILQ¶VLPPHGLDWHFRYHULQJwith a sheet thus denying the 
obscene exposure of his lifeless frame (IM 147). 
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potent for the absence elsewhere in the film of any privileged extra-diegetic 
visualisation of the invisible body, such as those imparted to the viewer of Siegfried.64 
This sequence shows the reappearance of the invisible body as inseparable 
from its death, an entanglement in which the embedding of still images into the 




WLPH WKH H[WUDWHPSRUDOLW\ RI GHDWK >«@ :LWKLQ WKH IORZ RI FLQHPDWLF
representation, that semblance of temporality itself, we can insert this arrest 
that figures the perpetual freezing of the image as a kind of posthumous life 
within the flow of the film.65 
 
If the return of its image equates to the death of this body, so does its absolute 
visibility undo the unique and vital embodiment of this singular figure. The still 
images themselves show diverse sculptural forms, the varied materiality of which 
maintains the fragile image of embodied invisibility as it is exposed and undone. 
1XPHURXV SODVWHU UHSURGXFWLRQV RI 5DLQV¶V IHDWXUHV VKRZQ LQ GLPLQLVKLQJ VWDWHV RI
disrepair, recompose the actor prior to the decomposition of his character, and the 
actor recalled the process ± in which he himself was immobilised before being 
reproduced in multiple ± with some horror: 
  
They smeared me with Vaseline and then stood off and threw plaster at my 
head. I thought I was going to die. It was a most alarming operation. Really, 
,¶PDIUDLG,EHKDYHGYHU\EDGO\,ZHQWEDFNWKHQH[WGD\DQGVDZPDsks and 
half-masks of my head all over the place.66 
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This cinematic collision of still photography with plaster casts connects with André 
%D]LQ¶VUHPDUNVRQLQGH[LFDOLW\LQZKLFKKHOLNHQVSKRWRJUDSKLFLPDJH-making 
WRµWKHPROGLQJRIGHDWKPDVNV¶67 Such tensions between stillness and motion, stasis 
and flux, death and life, absence and presence, and visibility and invisibility, all 
present in the source text, are extended strikingly in the cinematic mode, from which 
emerges a body whose relationship with its image is multiply fraught.68 
For Wells, a trajectory towards death underwrites the invisible body, its 
EHFRPLQJ LQYLVLEOH VKDGRZHG FORVHO\ E\ PXOWLSOH ZRXQGLQJV *ULIILQ¶V QDUUDWLRQ RI
his first steps outside as an invisible man reveal the speed, congestion and 
technologies of 1890s metropolitan life to do violence against the invisible body, an 
unrecognisable body whose modernity is expressed as enhanced vulnerability: 
 
, >«@ ZDV KLW YLROHQWO\ EHKLQG >«@ WKH EORZ KDG UHDOO\ KXUW PH >«@
extending fiQJHUV WRRN PHZLWK H[FUXFLDWLQJYLROHQFHXQGHU WKH HDU >«@P\
KHHOV ZHUH EHLQJ WURGGHQ XSRQ >«@ WKH VKDIW RI D FUDZOLQJ KDQVRP GXJ PH
forcibly under the shoulder blade, reminding me that I was already bruised 
VHYHUHO\>«@0\EDFNKDGQRZEHFRPHYHU\VWLII and sore, my tonsils were 
SDLQIXOIURPWKHFDEPDQ¶VILQJHUVDQGWKHVNLQRIP\QHFNKDGEHHQVFUDWFKHG
by his nails; my feet hurt exceedingly and I was lame from a little cut on my 
foot. (IM 103, 104, 106±107)69 
 
A later bullet wound compels a transition towards visibility, the ensuing heavy 
EOHHGLQJEHFRPLQJµYLVLEOHDVLWFRDJXODWHV¶IM 81). In this bleeding mingle multiple 
transitions from invisible to visible, from inside to outside, and from liquid to solid. 
7KHVHILUVW WUDFHVRIWKHERG\¶VUHDSSHDUDQFHSRLQWHGO\FKDUDFWHULVHGDV µILOWK\¶IM 
 LQLWLDOO\ PDQLIHVW RQO\ DV µD GDUN VSRW RQ WKH OLQROHXP >«@ WKH VWLFNLQHVV DQG
FRORXU RI GU\LQJ EORRG¶ IM  D YLVLEOH UHVLGXH WKDW FRQILUPV *ULIILQ¶V XQLQYLWHG
SUHVHQFH LQ .HPS¶V KRXVH ,QVLGH D GDUNHQHG EHGURRP .HPS REVHUYHV µD PHVV RI
EORRG>«@WKHVKHHWKDGEHHQWRUQ>«@WKHEHGFORWKHVZHUHGHSUHVVHGDVLIVRPHRQH
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KDG EHHQ UHFHQWO\ VLWWLQJ WKHUH¶ IM  3HUSOH[HG E\ µWXPEOHG VKHHWV¶ RQ WKH
µGLVRUGHUHG DQG EORRGVWDLQHG EHG¶ DQ DJKDVW .HPS FRPHV IDFe to face with the 
LQYLVLEOH ERG\ DV KH SHUFHLYHV µD FRLOHG DQG EORRGVWDLQHG EDQGDJH RI OLQHQ UDJ
hanging in mid-DLU>«@DQHPSW\EDQGDJHDEDQGDJHSURSHUO\WLHGEXWTXLWHHPSW\¶
(IM 78).70 
$V 3DWULFN 3DUULQGHU QRWHV :HOOV¶V  GLDJQRVLV ZLWK µFRQVXPSWLRQ¶
profoundly affected his early writings,71 and Wells would later describe the 
DSSHDUDQFHRIEORRGLQKLVXULQHGXHWRDFUXVKHGNLGQH\WREHµWKHPRVWGLVPD\LQJ
PRPHQWLQP\OLIH¶72 His physical condition was to decline further: 
 
I discovered that my lungs were imitating my kidney and that the handkerchief 
LQWRZKLFK,FRXJKHGZDVVWUHDNHGZLWKEORRG>«@,FDQUHPHPEHUDVWKRXJK
it happened only last night, the little tickle and trickle of blood in the lungs 
that preceded a real hæmorrhage.73 
 
This appearDQFH RI EORRG D VWUHDNLQJ RQWR EDUH FORWK LV HFKRHG DV *ULIILQ¶V EORRG
appears as if from nowhere, beginning a wounded passage towards both visibility and 
GHDWK :HOOV¶V FRPPXQLFDWLRQ RI WKH DSSHDUDQFH RI EORRG RQ D FOHDQ ILHOG RI FORWK
mimics the appearance of a wound on the surface of the body: an interruption of the 
VNLQ¶VWRWDOLVLQJPHPEUDQH that reveals what lies beneath and allows it to issue forth. 
:HOOVZRXOGGHVFULEHKLVGLDJQRVLVLQDVKRUWHVVD\HQWLWOHGµ+RZ,'LHG¶SXEOLVKHG
in the same year as The Invisible Man DV D µGHDWK ZDUUDQW¶ WKDW PDUNHG KLP D
µ'RRPHG 0DQ¶ IROORZLQJ ZKLFK KH HPHUJHG IUDLOO\ IURP KLV KRXVH µFDUHIXOO\
ZUDSSHG >«@ WR ORRN RQFH PRUH ± perhaps for the last time ± RQ VN\ DQG HDUWK¶74 
+LJKOLJKWLQJWKH\RXQJ:HOOV¶VVLFNOLness, John Reed observes that: 
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,QKLVHDUO\WDOHV>«@GXULQJWKHWLPHKLVERG\FRQWLQXDOO\UHPLQGHGKLPRI
KLV IUDLOW\ QDNHGQHVV ZDV IHDUIXO QRW MR\RXV >«@ $OO RI The Invisible Man 
(1897) exploits the common dread of exposure. There is no shame in this 
nakedness, only endless vulnerability.75 
 
The fragile corporeality imparted by Wells into the scheme of invisible form clashes 
ZLWK*ULIILQ¶VLQLWLDODQWLFLSDWLRQ± in both book and film ± of the benefits offered by 
an invisible body; in the film*ULIILQ¶VFRQIHVVLRQWKDWµVXGGHQO\,UHDOLVHGWKHSRZHU
,KHOG«WKHSRZHUWRUXOH«WRPDNHWKHZRUOGJURYHODWP\IHHW¶GHPRQVWUDWHVVXFK
SUHWHQVLRQVWRZDUGVRPQLSRWHQFH7KHVHWHQVLRQVUHIOHFW(ODLQH6FDUU\¶VREVHUYDWLRQ
RIRSSRVLWLRQVEHWZHHQµWKHSRZHUDQGSHUfection of the divine and the imperfection 
DQGYXOQHUDELOLW\RIWKHKXPDQ>«@GLIIHUHQWLDWHGE\WKHLPPXQLW\RIWKHRQHDQGWKH
ZRXQGDELOLW\RI WKHRWKHU¶.76 Scarry draws particular attention to the biblical second 
FRPPDQGPHQW ZKHUHLQ *RG µIRUELGV DOO IRUPs of materially representing him, 
prohibits all attempts to endow him (and other aspects of the invisible world) with a 
ERG\¶77 
 
the scriptures systematically ensure that the Omnipotent will be materially 
unrepresented and that the comparatively powerless humanity will be 
PDWHULDOO\UHSUHVHQWHGE\WKHLURZQGHHSHPERGLPHQW>«@[T]o have no body 
LVWRKDYHQROLPLWVRQRQH¶VH[WHQVLRQRXWLQWRWKHZRUOGFRQYHUVHO\WRKDYH
a body, a body made emphatic by being continually altered through various 




Invisible Man seeks to represent, as it constructs ± first in text, then in film ± a body 
whose aspirations towards immateriality are qualified by adherence to earthly 
principles and whose capacity for ruin is intensified towards a fragility that belies any 
pretension towards omnipotence. In common with Siegfried, in which similarly 
Christlike tensions are apparent, The Invisible Man presents a study of an invisible 
body whose stigmata is pregnant with the deleterious industrial experiences of the 
First World War; the susceptibility of this body to wounding also reminds that Whale, 
Sherriff and Rains had all served in that conflict, where the former was a prisoner of 
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war and the latter two were badly injured.79 Such a pervasive and traumatic sense of 
naked vulnerability, a damning affirPDWLRQRIWKHERG\¶VLQILUPLW\SURYRNHVWKHQHHG
of the invisible body of Griffin for a shield of visibility behind which its wounds 
might heal ± a second skin that might make this body whole ± and it is here that text 
and film begin to deviate from each other. 
 
The mummified invisible body 
:KLOH :HOOV¶V *ULIILQ YLVLWV D µWKHDWULFDO FRVWXPLHU¶ WR EHFRPH µD PXIIOHG EXW
DFFHSWDEOH ILJXUH¶ IM 115,  WKH FKDUDFWHU¶V RQVFUHHQ LQFDUQDWLRQ H[WHQGV WKH
sense of corporeal vulnerability through a costume consisting predominantly of 
closely wound bandages (fig. 2.32).80 Despite the resonance of these bandages with 
the emphatic themes of wounding and frailty with which Wells is preoccupied, this 
idiosyncratic disguise is absent from his novel, in which two linen strips cover only 
WKH IRUHKHDG DQG HDUV WKH EXON RI *ULIILQ¶V FRVWXPH FRQVLVWLQJ RI µZLJ PDVN
VSHFWDFOHV¶ DORQJ ZLWK µFDOLFR GRPLQRHV DQG VRPH ZKLWH FDVKPHUH VFDUYHV¶ DQG µD
bushy side-whisker over his coat-FROODUWKDWFRPSOHWHO\KLGKLVFKHHNVDQGIDFH¶(IM 
115, 120, 7KLVGLVJXLVHHQDEOHV*ULIILQWRµJRLQWRWKHZRUOGSHUKDSVDJURWHVTXH
EXWVWLOODFUHGLEOHILJXUH¶IM 115). It is the film adaptation, therefore, through which 
the symbolic capacity of these two strips of bandage is intensified to become all-
encompassing. Swathing his entire face in bandages, Sherriff and Whale reconstruct 
their invisible man in terms of mummification, reframing the matter of invisibility to 
exacerbate their preoccupation with both the material and temporal conditions of 
invisible form. The persistence of the mummy motif in the succeeding cinema of the 
invisible body testifies to mummification as a peculiarly cinematic intervention into 
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the schema of embodied invisibility: The Invisible Man Returns, 7KH,QYLVLEOH0DQ¶V
Revenge and Abbott and Costello Meet the Invisible Man all depict their invisible 
figures in this way (fig. 2.33), while the 1959 UK television series +* :HOOV¶V
Invisible Man ± which, despite its licensing by the Wells estate, is connected to the 
novel only in its central conceit ± regularly shows its invisible protagonist Brady in 
bandages. If the visible corpse provides one means of making visible the invisible 
body, the mummy provides another. 
$ NH\ WR :KDOH¶V YLVXDO VFKHPD FDQ EH REVHUYHG LQ KLV FRQWemporaneous 
Frankenstein films (1931 and 1935), which show bound and bandaged bodies to 
subsist somewhere between life and death: dormant bodies momentarily mummified 
before being imbued with vital energies (figs 2.34 and 2.35). These bandages collect 
together disparate body parts, providing fragments with unity and integrity in 
anticipation of impending reanimation. In The Invisible Man such notions recur 
through the depiction of the invisible body in similar terms, affirming the unity, 
integrity and corpoUHDOFHQWUDOLW\RILQYLVLEOHSUHVHQFH:KDOH¶VH[DJJHUDWHGVFKHPH
of mummification rejects the invisible as dissolute, instead probing its capacity for 
dismemberment ± quite a different scheme of disintegration. 
The western appetite for the figure of the mummy in this period had been 
inspired by continuing excavations in Egypt throughout the nineteenth century and 
ZDVIXUWKHUVWLPXODWHGE\+RZDUG&DUWHUDQGKLVWHDP¶VGLVFRYHU\RI7XWDQNKDPHQ¶V
tomb in November 1922.81 The proliferation of early 1930s cinematic depictions of 
mummies also continued to draw from a host of earlier fictions by writers such as 
Edgar Allan Poe, Bram Stoker and Arthur Conan Doyle;82 WKHODWWHU¶VVKRUWVWRU\
µ7KH5LQJRI7KRWK¶ZDVGLUHFWO\DGDSWHG LQWRD IHDWXUHILOP LQFDlled simply 
The Mummy (Karl Freund), which, like The Invisible Man, was also produced by 
                                                 
81
 Particular media attention was paid to the June 1881 excavations at Deir el Bahri, Egypt. Since the 
late 1890s, archaeologists have used X-ray to inspect the hidden centres of mummies without 
disturbing the screen of bandages that keeps sound their integrity (James Hamilton-Paterson and Carol 
Andrews, Mummies: Death and Life in Ancient Egypt (London: Collins, 1978), p.52).  
82
 (GJDU$OODQ3RHµ6RPH:RUGVZLWKD0XPP\¶%UDP6WRNHUThe Jewel of the Seven Stars 
(1903). The first few years of the 1930s alone saw feature films such as: The Mask of Fu Manchu 
(Charles Brabin, 1932), in which agents of Fu Manchu dress as mummies in order to enact a kidnap in 
the British Museum; The Ghoul (T. Hayes Huner, 1933), in which an Egyptologist who desires eternal 
life is reanimated and rises from his sarcophagus (both of which star Boris Karloff); serial The Perils of 
Pauline &KDSWHURIZKLFKµ7KH0XPP\:DONV¶IHDWXUHVDFKDUDFWHUFRYHUHGLQZHWSODVWHU
who, staggering amongst Egyptian artefacts in a museum, is mistaken for a reanimated mummy; and 
FDUWRRQVVXFKDV'LVQH\¶VEgyptian Melodies (Wilfred Jackson, Disney, 1931), %HWW\%RRS¶V0XVHXP 
(Dave Fleischer, 1932), Tom & Jerry in Magic Mummy (John Foster and Vernon Stallings, 1933) and 
The Shriek (Walter Lantz and William Nolan, 1933), which feature, respectively, dancing mummies, a 
smoking mummy, a reanimated mummy, and multiple mummy unwrappings. 
Chapter Two  158 
Laemmle for Universal Pictures.83 It is the mummy RIWKLVILOPWKDW:KDOH¶VLQYLVLEOH
man, when fully bandaged, most resembles (fig. 2.36), and the refashioning of the 
invisible body in this way would forge a defining image of embodied invisibility.84 
It is with reference to The Mummy that Garrett Stewart declares both 




a millennial coffin in the opening scene, being handed a photograph image of 
himself as preserved mummy: in every sense an arresting redundancy. One 
then asks to what extent the film itself ± as in some sense the reanimated 
µPXPP\¶LWVQDPHGHQRWHVDQG\HWVWDQGLQJLQWKLVZD\IRUDOOILOP± might 
partake in the status of its own protagonist: an instance of death in motion, a 
chemical burial and its fleeting resuscitation, frame upon (rather than after) 
frame.85 
 
As Stewart notes, the coincidence, in the mummified body, of peculiar conditions of 
temporality, materiality and mortality ± of the impulse towards preservation ± 
connects with Bazin, for whom cinematic representation was analogous to tKHERG\¶V
embalming. FRU%D]LQLQFLQHPDµWKHLPDJHRIWKLQJVLVOLNHZLVHWKHLPDJHRIWKHLU
GXUDWLRQFKDQJHPXPPLILHGDVLWZHUH¶86 The cinematic description of the invisible 
body mobilises a temporal representation of the body that coincides with that of the 
mummy, though it is one in which, beneath the bandages of preservation, a latent 
potential for visual revelation is complicated by the unshowable nature of the invisible 
ERG\¶V IOHVKO\ SDUWLFXODUV WKXV H[DFHUEDWLQJ WKH VWUDQJH UHODWLRQVKLSV EHWZHHn 
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suggests striking reversals: the inorganic corpse, normally loathed as the 
termination of life, becomes a vehicle for the ever-living soul, a machine 
bearing undying animation; the organic body, generally loved as the pinnacle 
of living, turns into an inadequate vessel for eternal breath, a ruinous anatomy 
doomed to annihilation. These inversions breed awkward conditions: dead 
matter propped up by living spirit; impalpable soul dependent upon tactile 
body; eternity shackled to time; the temporal unable to escape from the 
eternal. The mummy, though a miraculous machine of the divine, is also a 
monstrous blurring of categories.87 
 
,WLVVXFKµPRQVWURXVEOXUULQJ¶± the term reflecting appropriately unstable visuality ± 
that sustains the mummy as a multifunctional metaphor and that is key to its role in 
the depiction of the invisible body. )L[HG LQ WLPH DQG SODFH WKH LQYLVLEOH ERG\¶V
mummification is a temporal retardation of the lived body, necessitated by its 
vulnerable corporeality and limited capacity for re-inhabiting the social order. As this 
body persists in a process of stunted mortification, it exists in parallel with the all-
consuming invisible mouth, the mouth that cannot consume. Such a body abdicates its 
emplacement within a temporal order that dictates the flux of growth and decay in 
favour of the extratemporal inhabitation of invisibility, embalmed beneath bandages 
intended to deny the corrupting elements that would surround and invade it. Grafton 
(OOLRW 6PLWK¶V LQIOXHQWLDO  ERRN The Evolution of the Dragon described 
SURFHGXUHVIRUWKHDQLPDWLRQRIDPXPP\QRWLQJWKDWµWKH most important incident in 
WKHFHUHPRQ\ZDV WKH³RSHQLQJRI WKHPRXWK´ZKLFKZDV UHJDUGHGDV giving it the 
EUHDWK RI OLIH¶88 'HVSLWH WKH VRXOIXO FHQWUDOLW\ RI WKH µHWHUQDO EUHDWK¶ IRU ZKLFK WKH
mummified corpse is made a receptacle, the reclaimed mummies of modernity speak 
more of stale air. The invisible body wears not the raiments of recuperation, but rather 
those that figure the body as a waste object; in mummification, the invisible body is 
not inspired by breath but pregnant with pollution, tainted with a sense of melancholy. 
$V 6WRNHU¶V  QRYHO The Jewel of the Seven Stars FRQWHQGV µ<RX PD\ SXW D
mummy in a glass case and hermetically seal it so that no corroding air can get within; 
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EXWDOO WKHVDPHLWZLOOH[KDOHLWVRGRXU¶89 This notion communicates a sense of the 
shell of a mummy as a semi-permeable membrane through which the body, no longer 
subject to external interference, nevertheless continues to pollute the world about it.  
If the sense of breath ± the µLPSDOSDEOH VRXO¶ ± thus draws together the 
invisible body and the mummy, then what binds them is the sense of touch. For 
*HRIIUH\%DWFKHQ LQGH[LFDOLW\µLVDPDMRUVRXUFHRISKRWRJUDSK\¶VSULYLOHJHGVWDWXV
ZLWKLQPRGHUQFXOWXUH¶ DV µXQOLNHRWKHU V\VWHPVRI UHSUHVHQWDWLRQ WKH FDPHUDGRHV
moUH WKDQ MXVW VHH WKHZRUOG LW LV DOVR WRXFKHG E\ LW¶90 Similarly, Laura U. Marks 
GHVFULEHV%D]LQ¶VGLVFXVVLRQRILQGH[LFDOLW\WRUHIHUWR 
 
the fetishlike/fossil-like quality that is at work in cinema: it is the trace another 
material object leaves on the VXUIDFHRIWKHILOP>«@7KLVIDFWLVZKDWJLYHV
film its representational power, just as fetish (in the religious sense) obtains its 
power by carrying the trace of another material object.91  
 
Though the unreal LQYLVLEOH ERG\¶V HQJDJHPHQW ZLWK FLQHPDWLF Lndexicality is 
necessarily complex, questions concerning the relationship between indexicality and 
visual representation recur throughout the cycle, as where the impression of invisible 
feet is seen to appear in the snow and when the invisible body is identified by the 
fingerprints it leaves on a transparent pane of glass (fig. 2.37).92 A 1947 article in 
International Projectionist magazine reports on some Kodak research of the time in 
which vision and touch are interrelated, noting that WKHµhuman eye detects graininess 
in photographic enlargements of small negatives in much the same way that a 
ILQJHUWLSIHHOVWKHURXJKQHVVRIDWH[WXUHGIDEULF¶WKHUDSLGYLEUDWLRQVRIWKHH\HµRYHU
VPDOO ILHOGVRI WKHREMHFW EHLQJYLHZHG >«@ LVPXFK OLNH D ILQJHUZKLFK IHHls little 
ZKLOHUHVWLQJRQURXJKFORWKEXWVHQVHVWH[WXUHZKHQPRYHGRYHUWKHVXUIDFH¶93 The 
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HQODUJHG FLQHPDWLF SURMHFWLRQV RI WKH LQYLVLEOH ERG\ ZUDSSHG LQ µURXJK FORWK¶ ± 
ZKRVH HYDVLYH YLVXDOLW\ LQVLVWV XSRQ WKH YLHZHU¶V FORVH ZLGH-eyed concentration ± 
exemplify such interminglings of vision and touch. Though such wrappings protect 
the invisible skin from being touched, they represent a second skin: the mummy is not 
just touching subject, touching time, but a touched object, touched by time, and 
touched by the fingers of those at unwrapping ceremonies, popular museum events 
where excited visitors would touch the body inside the mummy bands.94 In its guise 
as mummy, the invisible body is embraced by a new skin for which the sensory 
modality of touch is key, its indexicality rich with the synaesthetic: the touch of light 
± the medium of vision ± on the tactile skin of the film. 
 
The undressing and flaying of the invisible body 
In seeking to recuperate the body and assuage its infirmities, however, the bandages 
that surround the invisible form ± binding it in a defence against absolute 
disappearance and dissolution ± deny the organic, sensuous processes of decay, 
reminding that the enforced and ineffective stasis of mummification is itself actively 
corrupting. If, as was explored in the first SDUW RI WKLV FKDSWHU WKH LQYLVLEOH ERG\¶V
disappearance and mingling with that which surrounds and supports it ± its breathy 
inhabitation of the air ± is an expression of enworldment, then the second skin is a 
dead skin that tends to isolate the body from the world. As such, it must be loosed, 
and that it is removed on three separate occasions in the course of The Invisible Man ± 
while the wrapping up is never shown ± demonstrates the significance of this act. 
First, Griffin removes his bandages in public at the inn; then, he takes them off alone 
LQ.HPS¶VOLYLQJURRPafter explaining his plans; finally, a moment of self-reflection 
unfolds as he slowly undresses his bandages in front of the mirror. These removals, 
compelling exposures of the invisible, serve to reverse the mummification process: 
the recuperation of the body from a state of unnatural stasis and into the temporal and 
sensual flux of the corporeal world. 
The third undressing is a particularly private moment. The smoking Griffin, 
dressed in dark glasses, robe, bandages, gloves and pyjamas, and having secured his 
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bedroom door after bidding Kemp goodnight, stands before a mirror (fig. 2.38). 
Carefully removing his glasses, he undoes his robe, while a nearby bell chimes. As a 
GRJ LQ WKHQLJKWEHJLQV WREDUN WKH VKRWPRYHV WR DYDQWDJHSRLQWEHKLQG*ULIILQ¶V
right arm; from beyond his body can be seen the reflection of the front of his head and 
torso (fig. 2.39). He begins to unfurl the wrappings; a close up emphasises the gradual 
exposure of the invisible head, as the audience is LQYLWHGWRMRLQLQ*ULIILQ¶VRZQDFW
of scrutinising his lack of reflection, watching him as he watches himself and sees 
nothing (fig. 2.40). The sounding of bell and dog are the only counterpoint to the deep 
silence of the invisible body. When the bandages have been removed entirely, the 
gloves too are dropped onto the dresser and Griffin quietly turns away from the 
mirror, his head, hands and feet noticeably invisible, the remainder of his invisibility 
concealed by striped pyjamas. As the lamp is extinguished, the room falls dark, and it 
is a nocturnal light ± moonlight, perhaps ± issuing from the uncovered windows, that 
darkly illuminates the scene, as Griffin pulls back the blankets of the bed and sinks 
into its surface, yawning as the covers are pulled up to his neck. 
This visually complex sequence employed a technique that combined elements 
from four different shots, as Fulton describes: 
 
The shot had to show the man himself (from the rear) and his reflection in the 
PLUURU >«@ 7KLV UHTXLUHG WKH PDNLQJ RI IRXU VHSDUDWH µWDNHV¶ ZKLFK ZHUH
FRPELQHG>«@LQWRDVLQJOHSLFWXUH)LUVW WKHUHZDV WKHVKRWRI WKHZDOODQG
the mirror, with the mirror itself masked out by black velvet; next, a separate 
shot of the opposite wall of the room, as reflected in the mirror; thirdly, the 
shot of the invisible man, from the rear, unwrapping his bandages; and lastly, 
the reflection of him, from the front, doing the same act. All of these had to be 
perfectly coordinated.95 
 
7KLVFRQVWUXFWLRQIUDPHVWKHLQYLVLEOHERG\¶VH[SRVXUHDVDQRQ-exposure, utilising a 
mirror that reflects nothing to project a space on to the surface of the film: a two-
dimensional zone of erasure into which the body can vanish, leaving behind nothing 
but its shape and the shape of its invisibility. These techniques of erasure deny the 
YLVXDO H[SRVXUH RI WKH ERG\ UHSUHVVLQJ YLVXDO SUHVHQFH DV WKH\ UHO\ RQ WKH ERG\¶V
blending into darkness to become one with the under- or unexposed parts of the 
negative. The filmmakers built up the surface of the film in order to reduce it, and, in 
doing so, have fragmented the image in order to seamlessly reconstruct it. What 
                                                 
95
 )XOWRQµ+RZ:H0DGHWKH,QYLVLEOH0DQ¶S 
Chapter Two  163 
results is manifested as a juxtaposition of image fragments, visually asserting the 
ERG\¶VLQYLVLELOLW\E\YLUWXHRIDPRQWDJHWKDWWDNHVSODFHRQWKHYHU\VNLQRIWKHILOP
negative, areas of which are cropped or masked as part of a collision of space and 
time in which the vanished body is always centre-frame.96 These sequences confirm 
SFRWW%XNDWPDQ¶VPDLQWHQDQFHRI µFLQHPD¶VXQLTXHEOHQGRIVSDWLRWHPSRUDOVROLGLW\
DQGPHWDPRUSKLFIOXLGLW\¶97 the technique demonstrating the spatiotemporal plasticity 
RIWKHFLQHPDWLFPRGHDQGLQLWVIRUPDWLRQRIWKHLQYLVLEOHPDQ¶VLPDJHLQWURGXFLQJ
such plasticity into the constitution of the invisible body. 
This systematic revelation of invisible form through the unwrapping of 
bandages performs just such an intense role in all of the subsequent films in which 
bandages feature: precisely such a moment occurs in The Invisible Man Returns 
(which makes similar use of a mirror), 7KH,QYLVLEOH0DQ¶V5HYHQJH and Abbott and 
Costello Meet the Invisible Man (fig. 2.41).98 These layers of bandages express the 
layering and removal of multiple exposures of which the scenes are constituted and so 
attest to the condition of the film strip as a skin in which multiple grafts mingle and 
merge. Just as the mummified invisible body is rich with the complexities of the 
sensation of touch, so these methods for its illustration necessitate the intimate touch 
RIWKHILOP¶VVXUIDFH 
Despite the innovation and success of these special visual effects, defects are 
evident throughout the cycle: aberrant traces of onscreen invisibility. The visual 
schemes that convey illusions of invisible presence themselves leave visible, material 
traces on the surface of the film. In some cases, animating wires, though discreet, are 
evident, channelling out of the frame to reveal the source of this material 
manipulation, the bodies of crew members beyond the scope of the lens. Elsewhere, 
vague traces of light, left apparent through an inadequate matteing process, reveal a 
discernable patchwork of aberrant marks: a network of traces that provide a 
palimpsest of layering and erasure (fig. 2.42). These visual anomalies are by-products 
of the boG\¶VSUHVHQFHEHIRUH WKHFDPHUD and promote an unintended breakdown in 
both illusionism and the image. Such problems were identified by Whale when 
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filming The Invisible Man: unintended visual traces of the body were noticeable in 
some matte multiple-exposure sequences, accidents upon which Whale would reflect 
WKDWµ,EHJDQWRFRQVLGHUZKHWKHULWZRXOGQRWEHHIIHFWLYHWRSRUWUD\KLPLQWKLVIRUP
DOOWKURXJKEXW,GLVFDUGHGWKDWLGHD¶99 However, the later films are not as successful 
in minimising such peculiarities and, for their illusion to be entirely effective, the 
viewer is required to ignore such residual traces of the visible invisible; to engage in 
the practice of a selective scotomisation, a negative hallucination in which the 
observing mind renders invisible these marks: a final and internal unmaking of the 
image that completes an already convoluted process. Though unwanted, or perhaps 
precisely because of this, these traces themselves evoke the unwitting traces left by 
the invisible body in its surroundings, most particularly the footprints that stimulate 
the wounding and death of Griffin in The Invisible Man, footprints described by Wells 
DVµ[l]LNHZKDW\RXPDNHVLQPXG¶IM 105). In both its inhabitation of space and its 
cinematic production, the invisible body accrues a crust of filth about its limits: the 
waste of the world impinging on its threshold; surplus matter that draws it ever 
towards the spectrum of visibility. This encrustation of feculence, the ERG\¶VµRXWOLQH
VNHWFKHGLQVSODVKHVRIPXG¶IM 106), stands as yet another ghastly skin from which 
the invisible body desires its release. 
The layer by layer unwrappings of the invisible body prompt speculation upon 
WKH TXDOLWLHV RI WKH LQYLVLEOH ERG\¶V surface, bringing to mind depictions of St 
Bartholomew (such as the 1562 VWDWXH DW'XRPRGL0LODQRE\0DUFRG¶$JUDWH100 
with the unpeeling of the linen mirroring the flaying of the skin. Such correspondence 
ZDV QRW ORVW RQ :HOOV ZKR GHVFULEHV *ULIILQ¶V DQ[LHW\ IROORZLQJ µWKH ULS RI KLV
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WURXVHULQJ¶IM 16) in an attack by a dog who senses his unnatural constitution; even 
DV*ULIILQDVVXUHVRQORRNHUV WKDW LWµ[n]HYHUEURNHWKHVNLQ¶IM 18), he immediately 
exits in order to attend to his damaged uniform with a fresh dressing. The 
XQZUDSSLQJ VSOLWWLQJ DQG WHDULQJ RI WKH LQYLVLEOH ERG\¶V XQVWDEOH VHFRQG VNLQ
confirms it as a flawed vehicle for re-entry into the conventional order of visibility.101 
The flayed epidermis that visibly borders the invisible body is a rag-like wrapping: 
dead matter that factors the skin as a hide, a static integument beneath which the body 
is hidden and protected. Connor aligns the mummy and the invisible man as both 
EHLQJ µKHOG WRJHWKHU E\ WKH FHUHPHQWV WKDW WKH\ WKHPVHOYHV KROG XS¶ and *ULIILQ¶V
cloaked appearance clearly GHPRQVWUDWHV &RQQRU¶V DVVHUWLRQ WKDW µ[o]nce scoured 
away from the body, the human or animal skin becomes simply a hide, deader than a 
FRUSVHDFRUSVH¶VUHPQDQWWKHFRUSVHRIDFRUSVH¶102 Figured as a waste object, the 
invisible body becomes subject to a damning temporality, itself visible only in death, 
as that which has outlived its usefulness. The necessary removal of this skin recalls 
&RQQRU¶VFRQWHQWLRQWKDW the µskinned body is less a body even than a skeletoQ>«@. 
7KHVNLQDOZD\VWDNHVWKHERG\ZLWKLW7KHVNLQLVVRWRVSHDNWKHERG\¶VIDFHWKH
face of its bodiliness. The skinned body is formless, faceless, its face having been 
WDNHQRIIZLWKLWVVNLQ¶103 ,IWKHERG\¶VEHFRPLQJLQYLVLEOHKDVGRQHYLROHQFH to the 
senses, this unwrapping is a flaying that further deforms the sensorium, even whilst 
affording strange access to the sensualities of the bare body that hides beneath. The 
removal of the bandages is a flaying of the skin that unfurls the touch organ. Serres 
GHVFULEHVµWKHVHFUHWRIWKHILYHRUVL[VXEWOHVHQVHV¶LQVLPLODUWHUPV 
 
The skin hangs from the wall as if it were a flayed man: turn over the remains, 
you will touch the nerve threads and knots, a whole uprooted hanging jungle, 
like the inside wiring of an automaton. The five or six senses are entwined and 
attached, above and below the fabric that they form by weaving or splicing, 
plaits, balls, joins, planes, loops and bindings, slip or fixed knots. The skin 
comprehends, explicates, exhibits, implicates the senses, island by island, on 
LWVEDFNJURXQG>«@7KHVHQVHVKDXQWWKHVNLQSDVVEHQHDWKLWDQGDUHYLVLEOH
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RQ LWV VXUIDFH >«@ WKH\ FURVV WKH HSLGHUPLV DQG SHQHWUDWH LWV PRVW VXEWOH
secrets.104 
 
The skin of bandages entwines the senses in its fragmentation of the body: emphasis 
is placed upon the framed space in which the eyes reside, and, as the strips unfurl, 
further zones are framed as if to exaggerate their potential for localised sensory 
exchange. The unfurling bandages expose the sensitivity of this body, bare flesh ± in 
its invisibility ± communicating something of soft interior space, exposed sections 
ripe for penetration and interference with probing fingers, instruments, stimuli.105 The 
gloves that cover the invisible fingers extend this emphasis upon touch, which 
proceeds throughout the cycle: in The Invisible Man, Griffin demonstrates a malign 
tactility when describing his powers, extending his gloved fingers to simulate µWKHVH
fingers URXQGDVLJQDOPDQ¶Vthroat¶DFKRNLQJWRXFKGHVLJned to disrupt the breathing 
of another (fig. 2.43);106 in The Invisible Man Returns, the protagonist becomes 
particularly anxious about his relationship with the world after removing his glove, 
while the unseen textures of his own skin are exaggerated as his fiancé strokes his 
coarse, unshaven features (fig. 2.44); in Invisible Agent LWLVWKHWKUHDWRIWKHILQJHUV¶
DPSXWDWLRQ LQ WKH ILOP¶V RSHQLQJ VFHQH WKDW SURSHOV )UDQN *ULIILQ WRZDUGV
invisibility, while in the prolonged sequences in which his body is gradually 
reappeared, it is always fingers first (fig. 2.45); similarly, in Abbott and Costello Meet 
the Invisible Man, it is when shaking hands with a jittery Lou Costello that the 
character first becomes invisible (fig. 2.46). 
In the shedding of these bandages, this corollary with the skin, and with the 
organ of touch, is instructive, showing also an unpicking of the sensory organs more 
generally. The sense of touch has long been interrelated with the operations of the 
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with the visLEOHZRUOGZLWKKLV*ULIILQ UHFDOOLQJKRZRQ ILUVWEHFRPLQJ LQYLVLEOH µ>D@W ODVWRQO\ WKH
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other senses;107 more recently, the architect and philosopher Juhani Pallasmaa asserts 
that: 
 
All the senses, including vision, are extensions of the tactile sense; the senses 
are specialisations of skin tissue, and all sensory experiences are modes of 
touching and thus related to tactility. Our contact with the world takes place at 
the boundary line of the self through specialised parts of our enveloping 
membrane.108 
 
The skin is the most noticeable place the body mingles with the world; though not the 




7KH PXPP\¶V IL[LQJ RI GHDWK DW EHVW SUHVHUYHV WKH SRVt-mortem appearance of the 
body and at worst introduces further distress through the imperfections of the 
HPEDOPLQJSURFHVV'HVLJQHGWRUHSHOFRUUXSWLRQWKHPXPPLILHGERG\¶VSRVWKXPRXV
vanishing may merely obscure decay, perverting the process of putrefaction into a 
prolonged measure, communicating farther into futurity a transmission of arrested 
decrepitude. Indeed, early mummification relied on bandages alone, the absence of 
embalming meaning that if µsuch a body is unwrapped today it is inevitably found to 
consist of nothing but a jumble of bones inside a hollow shell of bandages. What has 
been preserved is a full-sized mould of the body; but the body itself has long since 
GLVDSSHDUHG¶109 Such failed passage into eternity reflects the instability at the centre 
RIWKHLQYLVLEOHERG\¶VPXPPLILFDWLRQLQVLGHWKHLQYLVLEOHERG\can be found such a 
jumble: not the perfectly preserved, uniform body but a thing of disintegration, the 
mummy bands a chrysalis through which a sensory metamorphosis occurs. The 
LQYLVLEOH ERG\¶V UHVWULFWHG YLVXDOLW\ PRWLYDWHV QRW PHUHO\ UHFRQVLGHUDWLRQ LQ LWV
viewers, of the potency of the extra-visual senses, but also a revised conceptualisation 
of the configuration of those senses: a deranging of the sensorium. As a jumble of 
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fragments, the mummified invisible body can thus be understood as a jumble of 
fragmented sensory modalities, and its unwrapping µD GHVWUXFWLYH DQG LUUHYHUVLEOH
SURFHVV¶through which the senses are reconfigured.110 As the final part of this chapter 
shall explore, it is in the casting off of the bandages that access is granted to this new 
organism, this new sensorium. 
 
Three: Reorganising the Sensorium 
 
Body parts 
I have touched upon the principal objects with which these invisible bodies tend to 
engage, being the cigarette, the telephone, the mirror, and glass. Taken together, this 
collection can be thought of as multisensory objects: objects that each hold distinctive 
relationships with individual senses and so are crucial to the fostering of a sensory 
identity for the invisible individual. Such relations not only work to stabilise such an 
identity within the bounds of each film, but confer a certain continuity upon these 
characters across a tenuously linked cycle of films. Such a list, however, which 
explores the onscreen invisible body in terms of its proximate object relations, would 
not be complete without taking into account the discrete body prostheses that form 
such a dramatic intervention into the visual schema of these invisible bodies: the 
spectacles, wigs, masks and false noses adopted as a means of staging an uncanny 
reappearance. It is as if to recognise a certain deficiency inherent in the invisible body 
that these figures forge prosthetic substitutes ± material presences designed to 
overcome visual absence ± that act as visible equivalents as they surmount and double 
WKH LQYLVLEOH SDUWV RI WKH LQYLVLEOH ERG\ 6XFK SURVWKHVHV GUDZ IURP :HOOV¶V
GHVFULSWLRQVRIWKHµZLJPDVNVSHFWDFOHVDQGFRVWXPH¶DQGµSLQNDQGVKLQLQJ¶QRVH
(IM 115, 36) that are gathered around the invisible body, a new coating that seems 
hollow as it hangs hesitantly on the extremities of the invisible body, always 
threatening to reveal what lies beneath. If the relatively featureless bandages stand as 
WKH LQYLVLEOH ERG\¶V SULYDWH FRVWXPH ZRUQ LQ WKH FORVH FRPSDQ\ RI EHGURRP DQG
sitting room, the coalescent patchwork of supplemental parts ± nose, glasses, scarf, 
wig ± in which the invisible body is publicly outfitted ± its pubOLFµIDFH¶± express a 
desired return towards social existence (fig. 2.47). 
                                                 
110
 µ0XPP\7KH,QVLGH6WRU\¶SDUDRI 
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At the heart of The Invisible Man is a shocking and obscene public undressing 
in which this accumulation of prostheses is cast off and dispersed. When his desperate 
experiments to UHWXUQ WR D YLVLEOH VWDWH DUH RQFH PRUH LQWHUUXSWHG µ$ ZKROH GD\¶V
ZRUNUXLQHG¶WKHIXOO\FRVWXPHG*ULIILQZULQJVJORYHGKDQGVDVKHSOHDGVZLWKKLV
ODQGORUGLQVLVWLQJWKDWµLW¶VYLWDO± LW¶VOLIHDQGGHDWK± that I should be left alone. You 
GRQ¶W XQGHUVWDQG¶ (fig. 2.48). Making excuses for his bandaged and goggled 
DSSHDUDQFH*ULIILQWHOOV0U+DOOWKDWµ,¶YHKDGDYHU\VHULRXVDFFLGHQW,W¶VGLVILJXUHG
PH«DIIHFWHGP\H\HV¶; but when told he must leave, Griffin hits his landlord with a 
book and throws KLP GRZQ WKH VWDLUV ,Q WKH HQVXLQJ FRPPRWLRQ µ+H¶V D UDYLQJ
OXQDWLF¶ >«@ µ,W¶V WKH VWUDQJHU ZLWK WKH JRJJOHV« KH¶V JRQH PDG¶ D SDUW\ RI
villagers march upon the room, led by the local police officer, Jaffers, who requests 
WKDW*ULIILQµFRPHTXLHWO\¶ and be arrested for assault. When Jaffers suggests that he 




KDYH FRPH ULJKW LI \RX¶GRQO\ OHIWPHDORQH <RX¶YHGULYHQPHQHDU




At this, Griffin amputates his plastic nose, tossing it towards the massed villagers, 
H[FODLPLQJ µtKHUH¶V D VRXYHQLU IRU \RX«¶ DV WKH QRVH ODQGV RQ D WDEOH DQG LV
scrutinised by the crowd, a subsequent close up communicating its unnatural textures 
(figs 2.49 and 2.50). Griffin pulls off his goggles and throws them into the grasp of a 
YLOODJHUµDQGRQHIRU\RX¶ZKRORRNVXSRQWKHOHQVHVLQKLVKDQGVZLWKKRUURU(fig. 
2.51$V*ULIILQGHFODUHVWKDWµ,¶OOVKRZ\RXZKR,DP«DQGwhat ,DP¶KHODXJKV
maniacally, unfurling his bandages from the top down, pulling off his wig as he goes 
(fig. 2.52). He casts the bandages at the men, who disperse in terror as the stringy 
linen cascades down upon them (fig. 2.53). 
As Griffin sheds his grotesque outer layer, the perceived exposure of the 
emptiness at the heart of his adopted disguise is a moment of horror for those present 
and is depicted as a ritual movement in which his apparent formlessness is gradually 
and publicly revealed, one invisible body part at a time. Griffin enacts this erasure in 
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oUGHU WR H[SODLQ µZKR , DP« DQG what , DP¶ WKRXJK LQ KLV HQWU\ LQWR LQYLVLELOLW\
becomes less identifiable, and the physical nature of the invisible body is immediately 
FDOOHG LQWR TXHVWLRQ DV WKH DXWKRULWDWLYH -DIIHUV SRLQWV KLV ILQJHU DQG DWWHVWV µlook ± 
µH¶V DOO HDWHQ DZD\¶ DQ H[FODPDWLRQ WKDW LQVLVWV XSRQ D FRQIODWLRQ RI SHQHWUDWLYH
vision and ravaging consumption at the centre of this rotting cavity of invisibility, and 
that obliquely addresses the fluid sensory identity of this mouth.111 After coolly 
GLDJQRVLQJ WKDW µKH¶V LQYLVLEOH WKDW¶VZKDW¶V WKHPDWWHUZLWKKLP¶-DIIHUV UHWXUQV WR
DJDLQLQVLVWWKDWWKHMDEEHULQJ*ULIILQµFRPHDORQJTXLHWO\¶RQO\WREHFKRNHGE\WKH
QRZFRPSOHWHO\LQYLVLEOHPDQµ\RXPXVWEHPDGHWRXQGHUVWDQGZKDW,can GR¶ZKo 
exercises nimble unseen fingers as he affirms a tactile mastery of air and of breath 
(fig. 2.54). The removal of this assortment of visible addendums ± these bandages, 
these prostheses ± constitutes a shedding of his second skin that is misunderstood by 
its observers to coincide revelation with disembodiment, an error echoed by some 
viewers of the film, with one contemporary reviewer arguing the µinvisible man really 
LV WKDW D GLVHPERGLHG EHLQJ ZKR PRYHV DV IUHHO\ DV DLU¶112 This undressing 
underlines the LQYLVLEOHPDQ¶VLUUHFRQFLODEOHSRVLWion outside of the social order and 
begins his disappearance back into the invisibility from which he will only properly 
reappear as a cadaver.113 
It is a range of visual effects that are employed in this illusion, sophisticated in 
ERWK GLYHUVLW\ DQG FRQIOXHQFH UHQGHULQJ YLYLG :HOOV¶V VWDUN YLVXDO GHVFULSWLRQV RI
LQYLVLEOHSUHVHQFHDVZKHUHµKHSXWKLVRSHQSDOPRYHUKLVIDFHDQGZLWKGUHZLW7KH
FHQWUH RI KLV IDFH EHFDPH D EODFN FDYLW\¶ IM 36). In addition to the intense and 
unusual audio effects, symbolic costume of bandages and prostheses, and specifically 
cinematic techniques of multiple exposure described earlier, in order to convey the 
impression of a gradually appearing invisible body the special effects comprised 
wires, off-screen stagehands and the performance of pantomime. In reproducing the 
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 It is notable that, after exposing his invisibility in this scene, the now entirely invisible Griffin 
descends the staircase violently, smashing the grandfather clock at the bottom of the stairs, yet another 
VLJQDORIWKHLQYLVLEOHERG\¶VIUDXJKWUHODWLRQVKLSZLWKWLPH7KHGHVWUXFWLRQRIWKLVFORFNUHIOHFWVWKH
Victorian mourning custom of stopping DOO WKH FORFNV LQ D KRXVH DW WKH PRPHQW RI DQ LQKDELWDQW¶V
death. 
112
 1RUEHUW/XVNµ7KH6FUHHQLQ5HYLHZ¶Picture Play, 39.6 (February 1934), 40±41, 51, 53, 56, 60, 
64±65 (p.56). 
113
 Wells connects invisibility with disfigurement and incoherence, as he has an onlooker exclaim 
µWKDW¶V QRW D PDQ DW DOO ,W¶V MXVW HPSW\ FORWKHV¶ IM 39), while others observe the undressing to be 
µZRUVHWKDQDQ\WKLQJ>«@WKH\ZHUHSUHSDUHGIRUVFDUVGLVILJXUHPHQWVWDQJLEOHKRUURUVEXWnothing! 
The bandages and false hair flew DFURVV WKH SDVVDJH >«@ WKH PDQ ZKR VWRRG WKHUH VKRXWLQJ VRPH
incoherent explanation was a solid gesticulating figure up to the coat-collar of him, and then ± 
QRWKLQJQHVVQRYLVLEOHWKLQJDWDOO¶IM 37.) 
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dramatic sequence of public disrobing, Fulton and his team employed a hollow 
mannequin surmounted by false body parts in order to describe the partly concealed 
invisible body. Describing the moment that initiates this passage of public exposure, 
LQZKLFKWKHLQYLVLEOHPDQUHPRYHVKLVSURVWKHWLFQRVHWRUHYHDOWKHµEODFNFDYLW\¶DW
WKHFHQWUHRIKLVIDFH)XOWRQH[SODLQVWKDWµWKHSOD\HUKDGWREHVKRZQ>«@SXOOLQJRII
a false nose, revealing the absolute emptiness of the head-swathings, the back of 
ZKLFK VKRZHG WKURXJK ZKHQ WKH QRVH ZDV UHPRYHG 7KLV >«@ VFHQH ZDV PDGH E\
XVLQJ D GXPP\ DQ H[DFW UHSOLFD RI WKH SOD\HU¶V PDNHXS¶114 The removal of these 
prosthetic body parts, whicK*ULIILQH[FLWHGO\ LGHQWLILHVDV µVRXYHQLUV¶ DIILUPV WKHLU




If bandages connote skin, and so touch, this divided range of prosthetic objects can 
also be understood, in their distinctive reproduction of certain localised physiognomic 
areas, to represent organised and individuated sensory organs: a sensory array 
comprised of goggles that form the seeing eyes, an olfactorial nose, gloves that further 
express a probing tactility, and these prostheses complemented by the multifunctional 
mouth, agent of taste and sound; five senses, more or less. Onscreen, and against the 
blank ground of bandages, these physiognomic components are emphasised as overtly 
unnatural and their individuation suggests a divided system of sensation. Referring to 
these bits and pieces, Keith :LOOLDPVGHVFULEHV WKH LQYLVLEOHPDQWREHµOLWHUDOO\DQ
absent presence, an empty signifier of a being, created from things that humans have 
PDQXIDFWXUHG¶115 This sense of artifice and manufacture seems to promote, too, an 
understanding of the anatomised sensorium as a cultural construction, as that which 
µKXPDQV KDYH PDQXIDFWXUHG¶ $V $QWKRQ\ 6\QQRWW REVHUYHV µHDFK QHZ VFKRRO RI
WKRXJKW VHHPV WR FRQVWUXFW QHZ SDUDGLJPV RI WKH VHQVRULXP¶116 noting also Karl 




 $V .HLWK :LOOLDPV ZULWHV µLQ ERWK :HOOV¶V QRYHOOD DQG :KDOH¶V ILOP WKH PRVW SKLORVRSKLFDOO\
vertiginous conceit is that nothing is being concealed at all except for vacancy itself. The clothed 
protagonist hides the fact that, as a subject (in both socLDODQG OLWHUDU\VHQVHVKH LVQ¶W WKHUH± he is, 
literally, an absent presence, an empty signifier of a being, created from things that humans have 
PDQXIDFWXUHG¶:LOOLDPVH.G. Wells, Modernity and the Movies, p.54.) 
116
 $QWKRQ\ 6\QQRWW µ3X]]OLQJ RYHU WKH 6HQVHV )URP 3ODWR WR 0DU[¶ LQ The Varieties of Sensory 
Experience: A Sourcebook in the Anthropology of the Senses, ed. by David Howes (Toronto and 
London: University of Toronto Press, 1991), pp.61± S$V6\QQRWW ZULWHV µ,Q FRQWUDVW WR WKH
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0DU[¶VVXJJHVWLRQWKDWµWKHforming of the five senses is a labor of the entire history 
of the world down to the preVHQW¶117 It is my contention that, through the invisibility 
and exposure of this body, with all its complex sensualities, such labour is itself 
exposed. If the mummy bands promote something of the integration of the invisible 
body, then the removal of these bandages and their associated parts constitutes a 
disintegration that works to deform the senses. The sense of vulnerability that the 
invisible body carries with it, then, communicates something of the instability in the 
sensory order of this body: its invisibility is thus the beginning of a scheme of sensory 
GLVRUGHUZKLFK LWVHOI UHIOHFWVDQG LVVXEMHFWHG WRZKDW-HQQLIHU/HDUHIHUV WRDV µWKH
GLVRUGHULQJHIIHFWRIVHQVDWLRQ¶118 
Such disorder resonates with interwar narratives of disfigurement for which 
amputation and prosthetic replacement figure strongly, as can be observed in Horace 
1LFKROOV¶V First World War photograph captioned 5HSDLULQJ :DU¶V 5DYDJHV
Renovating Facial Injuries (fig. 2.55), in which a display of synthetic prostheses ± 
mostly intended to supplement the eyes, ears and nose ± are arranged. Such material 
alternatives to the corporeal were much in evidence throughout the period.119 Though 
these prostheses represent idealised, superhuman, incorruptible sensory organs, their 
relative rigidity is without the supple flow of the organic and they are notably absent 
of actual sensory reception, unlike some more recent developments in the field.120 As 
ZLWK WKH H[DPSOHV LQ 1LFKROOV¶V SKRWRJUDSK it can be imagined WKDW *ULIILQ¶V
prostheses are found to be in some ways inadequate: the nose does not smell, the 
darkened goggles effect a dimmed or blinded spectatorship; these prostheses do not 
augment but impede, and so must be cast off.121 But perhaps it is the very 
                                                                                                                                            
entirH:HVWHUQWUDGLWLRQIURP3ODWRWR+HJHO0DU[DUJXHVWKDW³0DQLVDIILUPHGLQWKHREMHFWLYHZRUOG
not only in the act of thinking but with all KLVVHQVHV´¶S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 See, for example, the 2014 case of Dennis Sorensen, whose experience represents, according to 
6LOYHVWUR0LFHUDµWKHILUVW WLPHLQQHXURSURVWKHWLFVWKDWVHQVRU\IHHGEDFNKDVEHHQUHVWRUHGDQGXVHG
by an amputee in real-WLPHWRFRQWURODQDUWLILFLDOOLPE¶µ0DQ*HWV%LRQLc Hand with Sense of Touch 
1LQH <HDUV DIWHU $FFLGHQW¶ The Guardian, 5 February 2014, <http://www.theguardian.com/science/ 
2014/feb/05/bionic-hand-limb-sense-touch-artificial> [accessed 10 April 2014].) 
121
 This invisible man is evidently not an expert viewer: in his evasion of the vision of others, he also 
KDVSUREOHPVH[HUFLVLQJKLVRZQRSWLFDOIDFXOW\$VZHOODV*ULIILQ¶VLQDGHTXDWHH\HZHDUWKLVFDQEH
VHHQ LQ:HOOV¶V FKDUDFWHULVDWLRQRI*ULIILQ DV D ZHDN-sighted albino, and in his inability to close his 
eyes, which dazzles him. In retrospect, the casting of Rains ± with his own limited vision, a detail kept 
private from most ± adds further weight to an analysis of this particular invisible man as a poor viewer. 
Such a conclusion might, then, prompt the question: What is the extent of this idiosyncratically 
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individuation of the senses in relation to these physiognomic zones ± their distinct 
organ-isation ± WKDW LPSHGHV WKH LQYLVLEOH PDQ¶V GHVLUH WR IORZ PRUH VXEWO\ LQ KLV
FRQQHFWLRQ ZLWK WKH ZRUOG 7KH LQYLVLEOH ERG\¶V SURVWKHWLF LPSXOVH DQG WKH YLVXDO
demarcation of the senses that it seems to ape, acts not to augment but to interrupt its 
VHQVRU\ HQWDQJOHPHQW ZLWK WKH ZRUOG *ULIILQ GHVFULEHV KLPVHOI DV µGLVILJXUHG¶ DQG
his condition can be considered as a disfigurement of the senses that complements a 
sensorium disturbed by the disordering effects of modernity.122 
:KLOH D FHUWDLQ GLVWLQFWLRQ EHWZHHQ WKH ERG\¶V SULQFLSDO QRGHV RI VHQVDWLRQ
ZDV LPSOLFLW LQ WKH IUDJPHQWHG YLVXDOLVDWLRQ RI 6LHJIULHG¶V LQYLVLEOH ERG\ KHUH WKH
individuation of the senses takes centre stage as part of a performance in which the 
VHQVRULXP LV ODLG EDUH )RU LWV RQORRNHUV WKH LQYLVLEOH PDQ¶V FDVWLQJ DZD\ RI KLV
prosthetic sense organs exercises a terrifying display in which the separated senses ± 
and so assumptions about the nature of the sensorium ± are ejected from the body, 
leaving this centralised seat of the senses, in its invisibility, as an infinitely more 
indefinite proposition. The ritualistic public disrobing and reorganisation that 
constitutes this sequence is reworked numerous times across the cycle to form a 
potent trope of the invisible body,123 and this stripping down also communicates 
something of the capacity of the visual mode of cinema for merging and mingling the 
senses, as suggested by Lynda Nead: 
 
,W LV QR DFFLGHQW WKDW WKH ZRUG µVWULS¶ UHIHUV ERWK WR WKH ILUst ribbons of 
perforated film and to the ritual performance of staged nudity. There is a 
compelling synergy between these two meanings. What better demonstration 
of the power of the movies than to take those climactic moments of 
transformation from clothed to unclothed and make them move, to project 
them to an audience hungry for spectacle, for whom looking was a proleptic 
experience of touch, taste and smell?124 
 




RYHUQDWXUH¶VGHIHFWV± a step towards cyborg living ± but also the vulnerability of the human creature 
unable to function effectively without a frDJLOH PDQPDGH GHYLFH WR LPSURYH KLV RU KHU FKDQFHV¶




WREHµGHIRUPHG¶RUµGLVILJXUHG¶IM 8, 37, 121). 
123
 7KH VHTXHQFH LV VSRRIHG LQ µ7KH 6RQ RI WKH ,QYLVLEOH 0DQ¶ &DUO *RWWOLHE  D VHJPHQW RI
Amazon Women on the Moon, in which a careful homage to the original sequence is complicated by the 
epoQ\PRXVFKDUDFWHU¶VREOLYLRXVQHVVWRKLVLQDELOLW\WRGLVDSSHDU 
124
 Lynda Nead, The Haunted Gallery: Painting, Photography, Film c.1900 (New Haven and London: 
Yale University Press, 2007), p.186. 
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Nead is referring to early cinema, but her meaning also resonates here. The stripping 
of the invisible body frustrates the perceived ocularcentric bias of cinematic 
representation, and complicates relations between the senses. 
As has been seen, the invisible body fosters associations with all of the 
elements, repeatedly embedded amidst airy atmospheres, but also immersed in fire, 
water and earth. Invisibility itself also breeds connections with quintessenceµDILIWK
essence existing in addition to the four elements, supposed to be the substance of 
ZKLFKWKHFHOHVWLDOERGLHVZHUHFRPSRVHG¶125 Such environmental immersions speak 
RIWKHLQYLVLEOHERG\¶VHQZRUOGPHQWEXWDOVRRIWUDGLWLRQDOUHODWLRQVKLSVEHWZHHQWKH
elements and the senses, recalling in particular the influential five-sense model that is 
often attributed to Aristotle, in which each distinct sense is equated with an equally 
distinctive element. The potency of such schemes of individuated sensory modalities 
is exacerbated, according to Jonathan Crary, in his 1990 µGHOLQHDWLRQ RI D
PRGHUQL]DWLRQDQGUHYDOXDWLRQRIYLVLRQ¶ZKRDUJXHVWKDWWKHnineteenth century saw 
DµGLVVRFLDWLRQRIWRXFKIURPVLJKW¶DVSDUWRIµDSHUYDVLYH³VHSDUDWLRQRIWKHVHQVHV´
DQG LQGXVWULDO UHPDSSLQJRI WKHERG\¶ LQ WKDWSHULRG126 Crary writes of the µloss of 
WRXFKDVDFRQFHSWXDOFRPSRQHQWRIYLVLRQ¶WREHDQµDXWRQRPL]DWLRQRIVLJKW>«@D
historical condition for the rebuilding of an observer fitted for the tasks of 
³VSHFWDFXODU´FRQVXPSWLRQ¶127 If this is so, then what is being seen in The Invisible 
Man DQG LWV GHULYDWLYHV LV VRPHWKLQJ DNLQ WR DQXQGRLQJ RI VXFK µVHSDration of the 
VHQVHV¶DYLROHQWUHMHFWLRQRIDEVROXWHVHQVRU\LQGLYLGXDWLRQLQV\PSDWK\ZLWKDavid 
+RZHV¶V VXJJHVWLRQ WKDW LQ WKH PRGHUQ DJH µZH KDYH EHHQ EOLQGHG WR VHQVRU\
diversity by an overexposure to the now-standard five-fold arrangement of the 
sHQVRULXP ZKLFK FDQ EH IRXQG HYHU\ZKHUH IURP FKLOGUHQ¶V ERRNV RQ ³7KH )LYH
6HQVHV´ WR WKH FRPSDUWPHQWDOL]DWLRQ RI WKH VHQVHV LQ DQG E\ WKH GLVFLSOLQH RI
SV\FKRORJ\¶128 In expressing discontent with existent sensory orders, the stripping of 
the invisible bod\¶V SURVWKHVHV UHMHFWV WKH SRZHUIXO LQIOXHQFH RI such Aristotelian 
configurations of the sensorium. Divested of its disguise, the invisible body favours 
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 Oxford English Dictionary. 
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 Jonathan Crary, Techniques of the Observer: On Vision and Modernity in the Nineteenth Century 
(Cambridge, MA and London: MIT Press, 1990), p.19. 
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 Crary, Techniques of the Observer, p.19. 
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 'DYLG+RZHVµ,QWURGXFWLRQ7KH5HYROYLQJ6HQVRULXP¶The Sixth Sense Reader (Oxford and New 
York: Berg, 2009), pp.1±52 (p.3)+RZHVDUJXHVWKDWµGLVFLSOLQLQJRXUFKLOGUHQ¶VVHQVRULDE\VXEMHFWLQJ
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SQ 
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the exhibition of a network that is more difficult to visually compartmentalise, thus 
expressing a contemporary cultural derangement of the senses. 
7KDW :HOOV¶V RULJLQDO FKDUDFWHU¶V QDPH RI µ*ULIILQ¶ SHUVLVWV WKURXJKRXW WKH
cycle ± despite the tenuous links between the figures of that name ± may owe 
VRPHWKLQJ WR WKH WHUPV RI :HOOV¶V FRQWUDFW ZLWK 8QLYHUVDO but also testifies to the 
desire to forge a specific category of invisible body. Another effect of such repetition 
infuses the name with a greater sense of significance. The word µGriffin¶, described in 
the Oxford English Dictionary as a µfabulous animal usually represented as having the 
KHDGDQGZLQJVRIDQHDJOHDQGWKHERG\DQGKLQGTXDUWHUVRIDOLRQ¶LQThe Invisible 
Man connotes rarity, hybridisation and the mutated, and so singles out the invisible 
body as an agent of what can be understood as a hybridised scheme of sensations. The 
term speaks for the characteristic hybridity of the sensorium, in which seemingly 
distinct parts nevertheless come together to form a system in which the precise 
boundaries between the components may be impossible to fathom. The invisible body 
is the body wherein visual sensory individuation ± the senses categorised largely 
DFFRUGLQJWRWKHLUYLVLELOLW\RQWKHERG\¶VVXUIDFH± is less distinct: where the scopic 
tendency to separate and categorise is replaced with an idea of the body for which the 
very notion of division ± the internal divisions that distinguish and categorise the 
senses, and which might separate mind from body, and external divisions such as 
those through which the individual can be isolated from the world ± is less secure. 
 
Sensory breakdown: a madness 
,QWKHLQYLVLEOHERG\¶VPDQLFUHMHFWLRQRIUHFRJQLVDEOHVHQVRU\FRPSRQHQWVWKHQHDWO\
individuated sensorium is therefore superseded by a more deranged model. Like the 
multifunctional properties of the invisible mouth, the senses of the multifunctional 
sensorium fold in on each other, mingling and merging: occasionally inseparable in 
their suggestion of synaesthesia. Beginning by challenging, with its invisibility, the 
sensory modality of vision, the exhibition of the invisible body proceeds in a 
rethinking of the constitution of the VHQVRULXPDVDZKROHWKHLQYLVLEOHPDQ¶VSXEOLF
display of madness is an exquisite expression of the derangement of the senses. 
Whereas, as has been seen, moments of quietude and reflection tend to take place in 
private, it is in public that these invisible figures begin to lose their bearings, enacting 
a breakdown of both body and mind whilst incoherently proclaiming the problems of 
invisibility. This madness is a perceptual derangement on the part of both the invisible 
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man and his viewers: it is a public sensory insanity ± in a public house, no less ± that 
is thus marked as both cultural and social disorder, and in which, stripped of his 
divisions, Griffin, spouting non-sense, can be thought to be out of his senses. 
It is no surprise, then, that such a movement towards madness serves, across 
the cycle of films, as a key identifier of this type of invisible body, the connection 
between invisible embodiment and insanity intensified in each incarnation, the 
FKDUDFWHU¶V madness tending to manifest as a megalomaniacal lust for power.129  In 
producing their invisibility, the films differ from Wells in avoiding an external, 
machine-induced process of µG\QDPRV¶ µUDGLDWLQJ FHQWUHV¶ DQG µHWKHreal vibraWLRQ¶ 
(IM 95), in favour of an internal, chemical-biological transformation that employs an 
intravenously administered and mind-altering serum, the side-effect of which is 
insanity, and that in The Invisible Man LVFDOOHGµPRQRFDLQH¶. Griffin reflects that the 
µGUXJV , WRRN VHHPHG WR OLJKW XS P\ EUDLQ¶ WKRXJK PRQRFDLQH LV GHVFULEHG E\
*ULIILQ¶VHPSOR\HUDVµDWHUULEOHGUXJ¶WKDWµdraws colour from everything it touches. 
Years ago they tried it for bleaching cloth. They gave it up because it destroyed the 
PDWHULDO >«@,WZDVWULHGRXWRQVRPHSRRUDQLPDODGRJ,EHOLHYH ,WZDVLQMHFWHG
XQGHUWKHVNLQDQGLWWXUQHGWKHGRJGHDGZKLWHOLNHDPDUEOHVWDWXH>«@DQGLWDOVR
VHQWLWUDYLQJPDG¶,QGHHGZKHQLQIRUPHGE\)ORUDKLVfiancée) of the likelihood of 
his condition to inspire madness, it is in sensory terms that Griffin is told that 
PRQRFDLQH µDOWHUV \RX« FKDQJHV \RX« PDNHV \RX feel GLIIHUHQWO\¶ 7KLV PDGQHVV
has been written about primarily with reference to the imbalanced scheme of power 
and social recognition that the invisible man is immersed in, but such a derangement 
can also be interpreted as a potent expression of the disordering of the sensorium; the 
symptoms of insanity owing something to the difficult project of conceptualising and 
FRPSUHKHQGLQJRQH¶VRZQVHQVRULXP. 
Writing in 1961, Michel Foucault suggests that by µa strange paradox, what is 
born from the strangest delirium was already hidden, like a secret, like an inaccessible 
WUXWKLQWKHERZHOVRIWKHHDUWK¶130 For Foucault: 
 
In madness, the totality of soul and body is parceled out: not according to the 
elements which constitute that totality metaphysically; but according to 
                                                 
129
 The 1958 UK television series seems to bring about a hiDWXV LQ WKH LQYLVLEOH ERG\¶V WHQGHQFLHV
towards insanity, and it is not until later in the century that invisible individuals are again seen to 
struggle with this kind of problem, as I will explore in Chapter Four. 
130
 Michel Foucault, Madness and Civilization: A History of Insanity in the Age of Reason, trans. by 
Richard Howard (Abingdon: Routledge, 1989), p.20. 
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figures, images which envelop segments of the body and ideas of the soul in a 
kind of absurd unity. Fragments which isolate man from himself, but above all 
from reality; fragments which, by detaching themselves, have formed the 
unreal unity of a hallucination, and by very virtue of this autonomy impose it 
upon truth.131 
 
)RXFDXOWUHIHUVWRPDGQHVVDVµQRPRUH than the derangement of the imaginaWLRQ¶, and 
WKLVLPDJHRIµ[f]UDJPHQWVZKLFKLVRODWHPDQIURPKLPVHOI¶H[HPSOLIies the unsettled 
constitution of the invisible body.132 As has been seen, it is a thoughtful and 
imaginative derangement of the sensorium that most emerges from the cinematic 





While The Invisible Man was in pre-SURGXFWLRQLQ$OGRXV+X[OH\¶VBrave New 
World was published. In that book, Huxley responded to the growing popularity of the 
µWDONLHV¶E\LPDJLQLQJWKHµIHHOLHV¶an extension of the cinematic mode through which 
WKHVHQVHVRI WRXFKµWKHPRVWDPD]LQJ WDFWXDOHIIHFWV¶ taste and smell are directly 
stimulated in the audience member ZKR µ[s]XQN LQ WKHLU SQHXPDWLF VWDOOV >«@ 
VQLIIHGDQGOLVWHQHG¶ before WKHVWLPXODWLRQWRRRIWKHLUµH\HVDQGVNLQ¶µ$1 ALL-
SUPER-SINGING, SYNTHETIC-TALKING, COLOURED, STEREOSCOPIC 
FEELY. WITH SYNCHRONIZED SCENT-ORGAN ACCOMPANIME17¶.133 
Although The Invisible Man and its sequels, as audiovisual media, do not pursue such 
a model, they instead offer a vision, and a sounding, of a multifunctional sensorium in 
which is nevertheless sought an escape from the visual individuation of the senses and 
the associated limitations of a five-sense sensorium.134 In Wells¶V  QRYHO an 
                                                 
131
 Foucault, Madness and Civilization, p.87. 
132
 Foucault, Madness and Civilization S )RXFDXOW FRQWLQXHV GHVFULELQJ PDGQHVV DV µDQ LQWHQVH
movement in the rational unity of soul and body; this is the level of unreason; but this intense 
movement quickly escapes the reason of the mechanism and becomes, in its violences, its stupors, its 
senseless propagations, an irrational movement; and it is then that, escaping truth and its constraints, 
WKH8QUHDODSSHDUV¶SS±88). 
133
 Aldous Huxley, Brave New World (New York: Harper, 1998), pp.35, 167. 
134
 The films suggest a range of candidates for entry into a revised sensory canon: the sense of 
temperature (GrifILQ µ,W¶V FROG RXWVLGH ZKHQ \RX KDYH WR JR DERXW naked¶ WKH NLQDHVWKHVLD RI WKH
mobile invisible body, and kinaesthetic geotropic sense of balance; the acute sense of proprioception 
WKDW WKLV ILJXUH KDV KDG WR OHDUQ *ULIILQ µ,W LV GLIILFXOW DW ILUVW Wo walk down stairs, we are so 
DFFXVWRPHGWRZDWFKLQJRXUIHHW¶ 
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introspective Griffin himself observes that, in invisibility, the µspectacular quality of 
P\VHQVDWLRQVZDVFXULRXVDQGQRYHO¶IM 116); as I have shown, this cycle of films 
demonstrates with soPHIRUFHVXFKDµFXULRXVDQGQRYHO¶PDQQHULQZKLFKVHQVDWLRQV
though mediated in a largely visual medium, in their invisibility are made less 
µspectacular¶. 
In Chapter Two¶VH[SORUDWLRQRI WKHV±1950s cinema of invisibility, the 
invisible body is understood as a cinematic expression of the disordering of the 
sensorium in which one sense is implicated in the expression of another. This 
argument serves to pre-empt my exploration of the evolution of such bodies as part of 
a late twentieth-century climate of technologised sensory innovation and 
augmentation. It is such themes that Chapter Three shall explore, as I move to analyse 
a range of cinematic depictions of invisible alien bodies, prevalent from the 1960s to 
the 1980s, in which the sensorium, in its further extension, reconfiguration and 
technologisation, is made even less familiar. 
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Fig. 2.1, The Invisible Man (James Whale, 1933) 
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Fig. 2.2, The Invisible Man (James Whale, 1933) 
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Fig. 2.3, The Invisible Man (James Whale, 1933) 
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Fig. 2.4, The Invisible Man (James Whale, 1933) 
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Fig. 2.5, The Invisible Man (James Whale, 1933) 
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Fig. 2.7, The Invisible Man (James Whale, 1933) 
 









Fig. 2.9, The Invisible Man (James Whale, 1933) 
 




Fig. 2.10, The Invisible Man (James Whale, 1933); The Invisible Man Returns (Joe 
May, 1940) 
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Fig. 2.12, The Invisible Man (James Whale, 1933) 
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Fig. 2.13, The Invisible Man (James Whale, 1933) 
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Fig. 2.14, The Invisible Man (James Whale, 1933) 




Fig. 2.15, The Invisible Man Returns (Joe May, 1940); The Invisible Woman (A. 
Edward Sutherland, 1940); Invisible Agent (Edwin L. Marin, 1942) 
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Fig. 2.17, The Invisible Man (James Whale, 1933) 
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Fig. 2.18, The Invisible Man (James Whale, 1933) 
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Fig. 2.19, The Invisible Man Returns (Joe May, 1940) 
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Fig. 2.20, The Invisible Man Returns (Joe May, 1940) 
 





Fig. 2.21, Invisible Agent (Edwin L. Marin, 1942); 7KH,QYLVLEOH0DQ¶V5HYHQJH (Ford 
Beebe, 1944); Abbott and Costello Meet the Invisible Man (Charles Lamont, 1951) 




Fig. 2.22, Invisible Agent (Edwin L. Marin, 1942) 
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Fig. 2.24, The Invisible Woman (A. Edward Sutherland, 1940); Invisible Agent 
(Edwin L. Marin, 1942) 
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Fig. 2.25, Abbott and Costello Meet Frankenstein (Charles T. Barton, 1948); Abbott 




Fig. 2.26, The Invisible Man Returns (Joe May, 1940) 
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Fig. 2.27, The Invisible Man (James Whale, 1933) 
 




Fig. 2.28, The Invisible Man (James Whale, 1933) 




Fig. 2.29, The Invisible Man (James Whale, 1933) 
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Fig. 2.30, The Invisible Man (James Whale, 1933) 
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Fig. 2.31, The Invisible Man (James Whale, 1933) 
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Fig. 2.32, The Invisible Man (James Whale, 1933) 
 




Fig. 2.33, The Invisible Man Returns (Joe May, 1940); 7KH,QYLVLEOH0DQ¶V5HYHQJH 
(Ford Beebe, 1944); Abbott and Costello Meet the Invisible Man (Charles Lamont, 
1951) 
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Fig. 2.34, Frankenstein (James Whale, 1931) 
 




Fig. 2.35, Bride of Frankenstein (James Whale, 1935) 
 









Fig. 2.37, The Invisible Man (James Whale, 1933); The Invisible Man Returns (Joe 
May, 1940) 
 





Fig. 2.38, The Invisible Man (James Whale, 1933) 
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Fig. 2.39, The Invisible Man (James Whale, 1933) 
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Fig. 2.40, The Invisible Man (James Whale, 1933) 
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Fig. 2.41, The Invisible Man Returns (Joe May, 1940); 7KH,QYLVLEOH0DQ¶V5HYHQJH 
(Ford Beebe, 1944); Abbott and Costello Meet the Invisible Man (Charles Lamont, 
1951) 
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Fig. 2.42, Invisible Agent (Edwin L. Marin, 1942); 7KH,QYLVLEOH0DQ¶V5HYHQJH (Ford 
Beebe, 1944) 
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Fig. 2.44, The Invisible Man Returns (Joe May, 1940) 
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Fig. 2.45, Invisible Agent (Edwin L. Marin, 1942) 
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Fig. 2.46, Abbott and Costello Meet the Invisible Man (Charles Lamont, 1951) 
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Fig. 2.48, The Invisible Man (James Whale, 1933) 
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Fig. 2.49, The Invisible Man (James Whale, 1933) 
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Fig. 2.50, The Invisible Man (James Whale, 1933) 




Fig. 2.51, The Invisible Man (James Whale, 1933) 
 
 





Fig. 2.52, The Invisible Man (James Whale, 1933) 
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Fig. 2.53, The Invisible Man (James Whale, 1933) 
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Chapter Three 
Sensory Technologies and the Alien Invisible in Star 
Trek (1966±1986) and Predator (1987) 
 
Introduction: µ7KHUH«! That distortion, see it?¶ 
 
In deep space in the twenty-third century, two spacecraft are locked in battle. One, an 
alien craft cUHZHG E\ H[WUDWHUUHVWULDO µ.OLQJRQV¶ is invisible. Two human officers 
aboard the visible USS Enterprise, Admiral James T. Kirk (William Shatner) and 
Commander Hikaru Sulu (George Takei), scrutinise a large µviewing screen¶ for signs 
of the presence of their unseen counterpart, though with some difficulty (fig. 3.1). To 
HIIHFW LWV GLVDSSHDUDQFH WKH LQYLVLEOH VSDFHFUDIW XWLOLVHV D µFORDNLQJ V\VWHP¶ D
technological means by which its normally visible state can be made to evade both the 
naked eye and a range of extra-visual sensory technologies aboard Enterprise, so 
perverting its capacity as an object of apprehension. On board Enterprise, a shot of 
Kirk and Sulu engaged in an intense and careful act of looking cuts to show their 
viewing screen filling the frame of the cinemaWLFIUDPHDQGWKHILOP¶VDXGLHQFHDUH
thus invited to join in this search (fig. 3.2). Against the otherwise empty field of stars, 
a slight optical ripple becomes discernible. Another cut presents a view of the screen 
from behind Kirk and Sulu. Kirk ± a gifted viewer ± points his left arm and index 
ILQJHU H[FODLPLQJ µ7KHUH« 7KDW GLVWRUWLRQ VHH LW"¶ (fig. 3.3). Guessing that the 
invisible vessel will need to become visible in order to fire its weapons, the crew of 
Enterprise wait for such a visual re-emergence. At the moment that the craft begins to 
reappear, they focus the gaze of their weapons and fire, so disabling their opponent 
(fig. 3.4). 
In this scene from Star Trek III: The Search for Spock (Leonard Nimoy, 
1984), in which an invisible object passes across the frame of a cinema-like screen, it 
is through a doubling of the screen on which the film itself is projected that visual 
engagement with an ostensibly imperceptible object is mediated. Kirk¶Vextension of 
index finger towards this onscreen YLVXDOµGLVWRUWLRQ¶enacts a conflation of the visual 
sense ± already identified as problematic ± and the tactile faculty: a sensory fusion 
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that some twentieth-century writers have described as the haptic (which I will 
describe in detail in Part Three of this chapter). TKLV VHQVH RI µGLVWRUWLRQ¶ is a 
particular focus of this chapter, which interprets the invisible alien body as 
representative of a late twentieth-century human sensorium that has been made 
unfamiliar through technologisation. For Caroline A. Jones, however, µ>R@XUERGLHVGR
QRW DOORZ XV WR ³HVFDSH´ IURP WHFKQRORJLFDO PHGLDWLRQ ± they are themselves 
PHGLDWLQJ DSSDUDWXVHV ZLWKRXW ZKLFK WKHUH FDQ EH QR NQRZOHGJH RI WKH ZRUOG¶1 
Consequently, this chapter interrogates the ways in which anxiety over the 
reconstitution of the human sensorium is expressed through anxious representation of 
technologised and alien sensoria. 
Star Trek III¶VSORWSULQFLSDOO\FRQFHUQVWKHUHXQLILFDWLRQRIWKHGLYRUFHGERG\
and soul of the character Spock (Leonard Nimoy), a reunification that is partly 
stimulated WKURXJK WKH HIIHFWV RI WKH ILOP¶V µMacGXIILQ¶:2 WKH µ*HQHVLV¶ WRUSHGR D
powerful terraforming technology whose creative SURGXFWLRQ RI µOLIH IURP
OLIHOHVVQHVV¶LV, paradoxically, delivered through µWKH most powerful destructive force 
HYHUFUHDWHG¶DQGVRcan be interpreted easily in relation to contemporary discourse 
surrounding nuclear power and weaponry. That this Genesis µGRRPVGD\ ZHDSRQ¶
KROGV µJUHDW SRZHU WR FRQWURO« GRPLQDWH¶ is noted by the Soviet-like Klingons, 
aboard their invisible vessel, as they view a computer simulation of its destructive 
capabilities on a video monitor. It is in the coming together of themes of sensory 
conflation and intermediality, amidst an anxious technological climate, that the 




Part One of this chapter addresses invisible objects in the Star Trek television series 
and films, examining the perceptual technologies of the period ± including both radar 
and cinema ± to be potent modes of sensory and screen mediation through which the 
invisible is made visible, while connecting the metaphor of invisibility with a 
contemporary backdrop of repressive nuclear anxiety. Part Two follows this by 
                                                 
1
 &DUROLQH$-RQHVµ,QWURGXFWLRQ¶Sensorium: Embodied Experience, Technology, and Contemporary 
Art (Cambridge, MA: MIT Press, 2006), pp.1±4 (p.2). 
2
 $OIUHG+LWFKFRFNGHVFULEHV WKH0DF*XIILQDV WKH µGHYLFH WKHJLPPLFN LI\RXZLOO¶ WKDWGULYHV WKH
SORWEXWµLVDFWXDOO\QRWKLQJDWDOO¶RIFRQVHTXHQFHWRWKHQDUUDWLYHTWGLQ)UDQoRLV7UXIIDXWZLWKWKH
collaboration of Helen G. Scott, Hitchcock, rev. edn (London: Simon and Schuster, 1984), p.138). 
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describing the depiction of an invisible alien body in Predator (John McTiernan, 
1987) to be a particular expression of optical distortion through which themes of 
technological anxiety, misapprehension and incomprehension are further developed. 
Staying with Predator, Part Three addresses the scheme of surveillance that 
represents the sensorium of WKDW ILOP¶V invisible antagonist, a technologised and 
thermographic sensory scheme in which intersensorial and intermedial minglings 
occur, most particularly those pertaining to a haptic sensibility. 
Writing in 1986, Ashley Montagu argues that: 
 
We in the Western world are beginning to discover our neglected senses. This 
growing awareness represents something of an overdue insurgency against the 
painful deprivation of sensory experience we have suffered in our 
technologised world.3 
 
The invisibilities I discuss in Chapter Three, in their embodiment as alien and other, 
exemplify such negative technological effects, whilst simultaneously opening out into 
the arena of unfamiliar or otherwise µQHJOHFWHG VHQVHV¶ WKDW might undermine a 
restrictive sensory hierarchy. This chapter is thus particularly concerned with matters 
of sensory augmentation, as expressed through prosthetic, technological and 
cinematic media. Through the television and film sequences I have chosen to 
examineDQGLQWKLVFKDSWHU¶VFRQFHUQZLWKWKHDOLHQLQYLVLEOH and the othering of the 
sensorium through the depiction of variations on conventional sensory experience, I 
continue this WKHVLV¶ agenda of interrogating the onscreen invisible body in relation to 
a rethinking of the sensorium in the long twentieth century. The invisible bodies of 
this chapter evidence technologised sensoria, and demonstrate significant anxieties 
concerning technology ± particularly with respect to nuclear anxiety ± and the relation 
of media technologies to the sensorium. 
In the invisible bodies of these television and film sequences can be identified 
the humanoid body as a chaotic blend of the bestial and the technological. Its 
FRPSOH[LRQUHFDOOV6LJPXQG)UHXG¶V1930 assertion that contemporary embodiment is 
WKHH[SUHVVLRQRIµDQLGHDOFRQFHSWLRQRIRPQLSRWHQFHDQGRPQLVFLHQFH¶DV\VWHPRI
µFXOWXUDO LGHDOV¶ WKURXJK ZKLFK µ>P@DQ KDV DV LW ZHUH EHFRPH D NLQG RI SURVWKHWLF
*RG¶$V)UHXGZULWHV 
                                                 
3
 Ashley Montagu, Touching: The Human Significance of the Skin (New York: Harper & Row, 1986), 
p.xiii. 
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When he puts on all his auxiliary organs he is truly magnificent; but those 
organs have not grown on to him and they still give him much trouble at times. 
>«@)XWXUHDJHVZLOOEULQJZLWK WKHPQHZDQGSUREDEO\XQLPDJLQDEO\JUHDW
advances in this field of civilization and wiOO LQFUHDVHPDQ¶VOLNHQHVV WR*RG
VWLOO PRUH %XW >«@ ZH ZLOO QRW IRUJHW WKDW SUHVHQW-day man does not feel 
happy in his Godlike character.4 
 
In Chapter Three, I explore the extent to which the techno-organic bodies of the Star 
Trek and Predator series evoke just such an awkward transcendence, encumbered 
with sensory prostheses at once natural, cultural and technological, ratifying Marshall 
McLuhan¶VFKDUDFWHULVDWLRQRIPHGLDWREH µDQ\H[WHQVLRQRIRXUVHOYHV¶5 In this 
chapter I therefore ask: In the context of the onscreen alien invisible, what kinds of 
distortion to the human sensorium are expressed through recourse to media 
technologies of sensation? 
7KHSUHYLRXVFKDSWHU¶Vexploration of the 1930s±1950s cinema of invisibility 
has understood the invisible body as a cinematic expression of the disordering of the 
sensorium in which one sense is implicated in another. In Chapter Three, I extend this 
notion by exploring the further development of such bodies as part of a late twentieth-
century climate of technologised sensory innovation and augmentation. Chapter Three 
thus analyses a range of cinematic depictions of invisible alien bodies, onscreen from 
the 1960s to the 1980s, in which the sensorium, in its further extension, 
reconfiguration, augmentation and technologisation, is made even less familiar, and in 
which cinema and the senses are anxiously interrelated with respect to astrophysical, 
military and medical developments in viewing, set in a Cold War context of global 
weapons research, defence programmes and space exploration. As will be explored, in 
these cinematic depictions of military invisibilities can be found affirmations of Paul 
VirLOLR¶VFRQWHQWLRQ, expressed in his 1984 book War and Cinema: The Logistics of 
Perception, that, in the twentieth cHQWXU\µWKHVROGLHU¶VREVFHQHJD]H>«@LVQRWMXVW
an ominous voyeurism but from the first imposes a long-term patterning on the chaos 
RI YLVLRQ¶6 ,Q WKLV FKDSWHU LW LV VRPHWKLQJ RI µWKH FKDRV RI YLVLRQ¶ WKDW , DGGUHVV
                                                 
4
 6LJPXQG )UHXG µ&LYLOL]DWLRQ DQG ,WV 'LVFRQWHQWV¶ The Standard Edition of the Complete 
Psychological Works of Sigmund Freud, ed. by James Strachey, trans. by Joan Riviere, 24 vols 
(London: Hogarth Press, 1953±75), XXI (1961), pp.64±145 (pp.91±92). 
5
 Marshall McLuhan, Understanding Media: The Extensions of Man (Cambridge, MA: MIT Press, 
1994), p.22. 
6
 Paul Virilio, War and Cinema: The Logistics of Perception, trans. by Patrick Camiller (London and 
New York: Verso, 1989), p.49. 
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identifying some of the new ways of seeing that the invisible body stimulates in the 
Cold War period. 
 
 
One: Invisible Weaponry, Technologised Senses 
and Screen Mediation in Star Trek 
 
µ%DODQFHRI7HUURU¶ 
It is in the 1966 Star Trek television HSLVRGH µ%DODQFH RI 7HUURU¶ WKDW WKH VHULHV¶
FRQFHSW RI D µFORDNLQJ V\VWHP¶ LV first introduced.7 When Enterprise responds to a 
GLVWUHVV FDOO IURP DQ (DUWK FRORQ\ WKH RXWSRVW¶V FRPPDQGHU UHSRUWV WKDW WKH\ DUH
µXQGHUDWWDFN¶IURPµDVSDFHYHVVHOLGHQWLW\XQNQRZQ¶WKDWILUHVµVRPHIRUPRIKLJK-
eneUJ\SODVPD«IDQWDVWLFSRZHU¶EHIRUHvanishing, apprehensible only by a fugitive 
VHQVRU\ UHDGLQJ µLW¶V RXW WKHUH VRPHZKHUH RXU VHQVRUV VKRZ WKDW PXFK¶). As 
Enterprise prepares to investigate, the invisible craft becomes briefly visible in order 
to destroy the outpost completely (fig. 3.5). After reverting to its invisible state, the 
alien vessel is tentatively tracked by the Enterprise crew, who cannot properly locate 
it. As Enterprise ILUHV µEOLQG¶ the invisible craft is damaged by numerous lucky 
strikes, and, incapacitated but still invisible, retaliates by releasing DQ µROG-style 
QXFOHDUZDUKHDG¶ that explodes close to Enterprise, which weathers the blast. With all 
strategies exhausted, the enemy vessel becomes visible in order to self-destruct, 
disappearing in a final nuclear blast that leaves nothing but a panorama of empty 
space (fig. 3.6). Much of the episode¶V fifty-minute running time is concerned with 
the problems of observation, and imperceptible threat, that this invisible object 
presents. 
This story¶V discussion of technological invisibility sees the techno-fetishism 
that runs throughout the Star Trek television and film series problematised by an 
anxious response to escalating weapons technologies. As science officer Spock 
                                                 
7
 The teleSOD\IRUµ%DODQFHRI7HUURU¶ZDVGHYHORSHGEHWZHHQ$SULODQG-XO\7KHHSLVRGH
was filmed from 20±28 July of that year, and first screened on 15 December 1966, the 14th of 79 
episodes across three series in 1966± µ%DODQFH RI 7HUURU¶ KWWS//en.memory-
alpha.org/wiki/Balance_of_Terror_(episode)> [accessed 23 September 2014]). The Star Trek television 
series was followed by an animated television series in 1973±1974, and a series of feature films from 
1979. 
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contextualises the unfolding crisis for the benefit of both Enterprise crew and viewer, 
he refers WRDKLVWRULFZDU µWKH(DUWK±5RPXODQFRQIOLFWRIRYHUDFHQWXU\DJR¶ WKDW
XWLOLVHG µSULPLWLYH DWRPLF ZHDSRQV¶ 7KLV GLVWDQW SDVW ILUPO\ UHIHUV WR WKH YLHZHU¶V
atomic present of 1966, and its possible imminent and catastrophic future. The title of 
WKHHSLVRGHµ%DODQFHRI7HUURU¶ZKLFKDSSHDUVRQVFUHHQDW WKHRXWVHWZRXOGLWVHOI
have been a term familiar to many audience members, having been first used by 
Canadian Minister Lester Pearson in 1955,8 and subsequently by US President John F. 
Kennedy in 1961,9 to describe how the new dynamics of global political power in the 
nuclear age were centred upon a mutual fear of technological annihilation. The 
allegory is clear, and the episode is one of a number of Star Trek storylines to 
explicitly embed Cold War concerns in its twenty-third-century context.10 
7KH µSULPLWLYH¶ SDVW FLWHG E\ 6SRFN GHILQHV WKH QXFOHDU DJH DV ERWK D
prehistoric time and a progenitive period prefiguring the technological future depicted 
in Star Trek. Widespread understanding of nuclear weapons from 1945 onwards 
stimulated a paradigmatic shift in human consciousness, with the growing awareness 
                                                 
8
 Pearson, then Secretary of State for External Affairs of Canada and later Prime Minister of that 
country, was specifically referring to the advent of the hydrogen bomb when he used (and possibly 
coined) the term in a speech in San Francisco on 24 June 1955, at the tenth anniversary of the signing 
RI WKH 81 FKDUWHU µ7KH K\GURJHQ ERPE >«@ ZDV QRW FUHDWHG IRU SHDFH LW ZDV WKH SURGXFW RI D
desperate anxiety not to be left at an impossible defence disadvantage at a time of fear and crisis. But 
QRZ EHFDXVH RI WKLV ZHDSRQ WKHUH VWDQGV >«@ WKH prospect of mutual annihilation. The balance of 
terror has replaced the balance of power, and that is not a comfortable or strong or permanent 
IRXQGDWLRQIRUVHFXULW\3HDFHUHVWVXQHDVLO\RQRQHHYHQOHVVHDVLO\RQWZRK\GURJHQERPEV>«@$V
we look back, let us hope that the need to avoid collective and nuclear suicide will help us to remove 
WKHVH IHDUV DQG PLVXQGHUVWDQGLQJV ZKLFK QRZ KDXQW DQG KDUU\ XV¶ /HVWHU 3HDUVRQ TWG LQ µ6HYHQWK
0HHWLQJRI5HSUHVHQWDWLYHVRI0HPEHUV¶Commemoration of the Tenth Anniversary of the Signing of 
the Charter of the United Nations in the City of San Francisco on 26 June 1945: The City of San 
Francisco, 20±26 June 1955 (New York: United Nations, 1955), pp.213±238 (pp.214±215).) There is 
more information in A.J.C. Edwards, Nuclear Weapons: The Balance of Terror, the Quest for Peace 
(London: Macmillan, 1986), p.238. 
9
 $V .HQQHG\ DQQRXQFHG LQ KLV LQDXJXUDO DGGUHVV LQ -DQXDU\  µ)LQDOO\ WR WKRVH QDWLRQV ZKR
would make themselves our adversary, we offer not a pledge but a request: that both sides begin anew 
the quest for peace, before the dark powers of destruction unleashed by science engulf all humanity in 
planned or accidental self-destruction. We dare not tempt them with weakness. For only when our arms 
are sufficient beyond doubt can we be certain beyond doubt that they will never be employed. But 
neither can two great and powerful groups of nations take comfort from our present course ± both sides 
overburdened by the cost of modern weapons, both rightly alarmed by the steady spread of the deadly 
DWRP\HWERWKUDFLQJWRDOWHUWKHXQFHUWDLQEDODQFHRIWHUURUWKDWVWD\VWKHKDQGRIPDQNLQG¶VILQDOZDU¶
-RKQ ) .HQQHG\ µ3UHVLGHQW -RKQ ) .HQQHG\¶V ,QDXJXUDO $GGUHVV¶ LQ Modern America: A 
Documentary History of the Nation Since 1945, ed. by Gary Donaldson (London: M.E. Sharpe, 2007), 
pp.98±101 (p.100).) 
10
 More information about the relationship of specific Star Trek episodes to Cold War ideas and events 
FDQEHIRXQGLQ5LFN:RUODQGµ&DSWDLQ.LUN&ROG:DUULRU¶Journal of Popular Film and Television, 
16 (1988), 109±117, one of the first texts to thoroughly position the programme in relation to its Cold 
:DUFRQWH[W,QD5DH+DUNDVVHUWVWKDWµ&ROG:DUIHDUVRIQXFOHDUDQQLKLODWLRQDUHQHYHUIDUIURPWKH
surface in Star Trek¶ QRWLQJ DOVR WKDW µ>Q@HDUO\ KDOI WKH HSLVRGHV RI Star Trek refer to mass 
DQQLKLODWLRQV RI SRSXODWLRQV¶ ,QD 5DH +DUN Star Trek (Basingstoke: Palgrave Macmillan, 2008), 
pp.52, 53). 
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RI WKH GLVWLQFW SRVVLELOLW\ RI KXPDQLW\¶V DQQLKLODWLRQ 7KLV VKLIW ZDV Sromoted with 
enthusiasm by the official reporter for the Manhattan Project, William L. Laurence, 
ZKRLQVLVWHGLQWKDWWKHERPEPDUNHGµWKHELUWKRIDQHZHUDRQWKLVSODQHW¶11 
The inception of this new age is often marked as 6 August 1945, with the public 
detonation of an atomic bomb at Hiroshima, the second recorded use of such a device; 
WKHILUVWDWRPLFWHVWFRGHQDPHGµ7ULQLW\¶KDGWDNHQSODFHVRPHZKDWPRUHSULYDWHO\LQ
the New Mexico desert on 16 July of the same year.12 The devastating use of atomic 
weapons at Hiroshima, and at Nagasaki three days later, ushered a steep escalation in 
global arms research and development ± the nuclear arms race ± that underpinned 
&ROG :DU KRVWLOLWLHV LQ WKH ZDNH RI WKH 6HFRQG :RUOG :DU¶V HQG 7KH EXUJHRQLQJ
politicaO DWPRVSKHUH RI ODWHQW DJJUHVVLRQ ZDV H[DFHUEDWHG E\ WKH 8665¶V
development of atomic resources in 1949, which in turn spurred the US to create the 
vastly more powerful hydrogen bomb in 1952.13 This escalation continued into the 
1960s, encompassing the USSR¶VWHVWLQJMXVWWZRPRQWKVDIWHUWKHFRQVWUXFWLRQRIWKH
Berlin Wall, of what remains the largest nuclear weapon ever detonated, a hydrogen 
ERPE NQRZQ DV WKH µ7VDU %RPED¶ LQ 2FWREHU  :LWK WKHVH GHYHORSPHQWV
understandings of the possibility of nuclear annihilation evolved towards a sense of 
inevitability. It is anxiety surrounding the multi-state acquisition of the hydrogen 
bomb, and the continuing escalation of the power of such devices, WKDW µ%DODQFHRI
7HUURU¶ PRVW VHL]HV XSRQ with its Romulan super-ZHDSRQ RI µHQRUPRXV SRZHU¶ 
therefore coded as an extreme extrapolation of nuclear weaponry.14 
                                                 
11
 :LOOLDP//DXUHQFHµ$WRPLF)DFWRULHV,QFUHGLEOH6LJKW¶The New York Times, 29 September 1945, 
p.6. 
12
 The occurrence of the Trinity test remained classified until 6 August 1945. After witnessing the 
7ULQLW\WHVWWKHDWRPLFVFLHQWLVW-5REHUW2SSHQKHLPHUH[FODLPHGµ,DPEHFRPH'HDWKWKHGHVWUR\HU
RI ZRUOGV¶2SSHQKHLPHU ODWHU FODLPHG WR KDYH FKRVHQ WKHQDPH7ULQLW\ DIWHU UHDGLQJ -RKQ 'RQQH¶V
Holy Sonnets (1609±µZKLFK,KDSSHQHGWREHUHDGLQJDW WKHWLPH¶HVSHFLDOO\µ%DWWHUP\KHDUW
three-SHUVRQHG*RG¶7KH UHOLJLRXV FRQQRWDWLRQVRI2SSHQKHLPHU¶V FRQFHSWLRQRI the Trinity test is 
H[SORUHG LQ -DPHV $ $KR µ³, $P 'HDWK « :KR 6KDWWHUV :RUOGV´ 7KH (PHUJLQJ 1XFOHDU 'HDWK
&XOW¶LQA Shuddering Dawn: Religious Studies and the Nuclear Age, ed. by Ira Chernus and Edward 
Tabor Linenthal (Albany: State University of New York Press, 1989), pp.49±68. 
13
 $V -DQH3DYLWW VWDWHV µ%\ WKHNQRZOHGJH WKDW WKH 6RYLHW8QLRQSRVVHVVHG WKH VDPHQXFOHDU
FDSDELOLWLHVDVWKH86$UDLVHG:HVWHUQDQ[LHWLHVWRIHYHUSLWFK¶-DQH3DYLWWµ7KH%RPELQWKH%UDLQ¶
in Cold War Modern: Design 1945±1970, ed. by David Crowley and Jane Pavitt (London: V&A 
Publishing, 2008), pp.101± S 7KH 8665¶V ILUVW UHFRUGHG GHWRQDWLRQ RI DQ DWRPLF GHYLFH
took place on 29 August 1949. The hydrogen bomb was first exploded by the US in 1952 on a small 
atoll in the South Pacific Ocean called Eniwetok. 
14
 $V +DUN KDV QRWHG µPDQ\ FRPPHQWDWRUV KDYH VHHQ WKH UHODWLRQV EHWZHHQ WKH )HGHUDWLRQ WKH
Klingons and the Romulans as a replica of Cold War tensions between the USA, the Soviet Union and 
&KLQD¶ +DUN Star Trek, p.33), with the recurring antagonists in the Star Trek series constructed as 
analogues of contemporary states that rival the US as global superpowers. In the mapping of Cold War 
politics onto the Star Trek universe, Enterprise, as emissary for the future planet Earth under the 
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Following the 1962 Cuban Missile Crisis, which Kennedy characterised as 
KDYLQJEURXJKW WKHZRUOG WR WKHHGJHRI µWKHDE\VVRIGHVWUXFWLRQ¶15 nuclear testing 
was widely restricted to underground sites through the terms of the Limited Test Ban 
Treaty.16 Although the disappearance of visible tests led to a sharp reduction in 
western media attention to the bomb,17 it would not be until the 1968 instigation of the 
Treaty on the Nonproliferation of Nuclear Weapons that the nuclear arms race would 
begin to decelerate, bringing this period of pervasive yet hidden nuclear activity to a 
close.18 It is this brief but critical phase in Cold War relations that forms the backdrop 
to the 1966 emergence of Star Trek¶V LQYLVLEOH REMHFW, the relative invisibility of 
underground nuclear testing, at a period of widespread arms escalation, manifesting in 
the form of an invisible weapon of immense destructive power. As a totem of 
apocalypse, the invisibility of the object is a masking of its persistent presence, and 
communicates invisibility as scotomisation: a self-censoring repression of anxiety that 
cannot contain the escalated dangers presented by the nuclear arms race.19 ,Qµ%DODQFH
                                                                                                                                            
XPEUHOOD RI WKH µ)HGHUDWLRQ¶ KDV EHHQ XQGHUVWRRG WR UHSUHVHQW DVSHFWV RI WKH FRQWHPSRUDU\ ZHVWHUQ
ZRUOGZLWK:RUODQGUHPDUNLQJWKDWWKHµ)HGHUDWLRQ¶LVµDNLQWRWKH&ROG:DUFRQFHSWLRQRI³WKH)UHH
:RUOG´ ZLWK 6WDUIOHHW [the military organisation that directly operates Enterprise@ DV LWV 1$72¶
:RUODQG DOVR REVHUYHV WKDW µ>O@LNH WKH 6RYLHW 8QLRQ ZLWK UHJDUG WR WKH 8QLWHG 6WDWHV WKH .OLQJRQ
Empire is a vast system roughly equivalent in power and influence to the Federation. Like China in the 
two decades following the communist revolution, the Romulons [sic] are a secondary but nonetheless 
formidable power. Its progressive humanism aside, Star Trek neatly duplicated the configuration of 
international Cold War politics of tKHV¶ :RUODQG µ&DSWDLQ.LUN&ROG:DUULRU¶SS
Lincoln Geraghty, too, affirms that, in Star Trekµ>I@XWXUH$PHULFDLVDPHWDSKRULFDOUHSUHVHQWDWLRQRI
the present, with the Federation taking the place of the USA or the UN: in the 1960s, the Klingons were 
WKH 5XVVLDQV WKH 5RPXODQV ZHUH WKH&KLQHVH¶ /LQFROQ *HUDJKW\ Living With Star Trek: American 
Culture and the Star Trek Universe (London and New York: I.B. Tauris, 2007), p.42). Under the terms 
of this equivalency, it is notable that China had tested its first atomic bomb on 16 October 1964, and 
ZRXOGWHVWDK\GURJHQERPEOHVVWKDQWKUHH\HDUVODWHURQ-XQHMXVWVL[PRQWKVDIWHUµ%DODQFH
RI 7HUURU¶ KDG EHHQ ILUVW EURDGFDVW :LGHO\ SHUFHLYHG WR EH DQ DODUPLQJO\ VZLIW SURJUHVVLRQ Irom 




Modern America: A Documentary History of the Nation Since 1945, ed. by Gary Donaldson (London: 
M.E. Sharpe, 2007), pp.104±108 (p.107). 
16
 Also known as The Treaty Banning Nuclear Weapon Tests In The Atmosphere, In Outer Space And 
Under Water, which came into force on 10 October 1963 (Robert C. Williams and Philip L. Cantelon, 
The American Atom: A Documentary History of Nuclear Policies from the Discovery of Fission to the 
Present, 1939±1984 (Philadelphia: University of Pennsylvania Press, 1984), p.202). 
17
 $V6SHQFHU5:HDUWQRWHVµOnce the Limited Test Ban Treaty was signed, the space the [New York] 
Times JDYHWRDUPVFRQWURODEUXSWO\GURSSHGWROHVVWKDQDWKLUGRIWKHSHDNOHYHO¶6SHQFHU5:HDUW
Nuclear Fear: A History of Images (Cambridge, MA: Harvard University Press, 1989), p.261). 
18
 Williams and Cantelon, The American Atom, p.254. The treaty was opened for signatures in 1968, 
and put into effect in 1970. 
19
 ,QGLVFXVVLQJWKHFXOWXUDOYLVLELOLW\RIQXFOHDUWKUHDWLQWKHVH\HDUV:HDUWFRQWHQGVWKDWµ,QWKHIHZ
years after 1962 when published attention to nuclear war dropped to a quarter or even a tenth of its 
SUHYLRXV OHYHO WKLVZDVQRWEHFDXVHRIDQ\JUHDWFKDQJH LQ WKHSXEOLF¶VEHOLHIVDQGFRQFHUQV3HRSOH
still admitted their nuclear fear if asked about it, but they no longer brought it up spontaneously. 
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oI 7HUURU¶ QRWLRQV RI ERWK LQYLVLELOLW\ DQG DSRFDO\SVH UHYROYH DURXQG WKH
extraterrestrial vessel and its dual and intermingling technologies of disappearance 
and advanced weaponry. This economy of invisibility and apocalypse reflects the 
fearful mysteries of nuclear anxiety at this time, always propagated by a necessary 
fusion of strategic secrecy and paralysing propaganda.20 
In such a context, it is notable that Star Trek¶V starship, USS Enterprise (NCC-
1701), is named as part of the lineage of real US naval vessels that carry that name, 
the most contemporary incumbent being the USS Enterprise (CVN-65), which, after 
being commissioned on 25 November 1961 DV WKH ZRUOG¶V ILUVW QXFOHDU-powered 
aircraft carrier, participated in the US blockade of Cuba during the Cuban Missile 
Crisis in 1962, was used off the coast of Vietnam to supply aircraft for strikes in 1965 
and 1966, and remains the longest naval vessel in the world.21 Notable also is the 
mediation of the image of pseudo-nuclear catastrophe by Enterprise¶V µYLHZLQJ
VFUHHQ¶Whe onscreen sight of the super-ZHDSRQ¶VEODVW being one from which the crew 
avert their eyes, before the blinding image shifts to show the alien craft becoming 
invisible amidst empty space (fig. 3.7).22 Here, screen media conflates the invisible 
and the apocalyptic into a visual expression of the abominable force of nuclear 
weapons, a vision that its viewers seek to unsee.23 These images mark out screen 




 In her cultural history of fear, Joanna Bourke refers to the title of a Campaign for Nuclear 
Disarmament (CND) publicLW\ VWDWHPHQW ZKHQ QRWLQJ WKDW µ>L@W ZDV ZLGHO\ SUHGLFWHG WKDW IXWXUH
KLVWRULDQV³LI WKHUHDUHDQ\´ZRXOGFDOO WKHVDQGV WKH³$JHRI)HDU´¶VKHDOVRREVHUYHV
WKDWDWWKLVWLPHµ>O@RQJ-range aeroplanes and nuclear warheads destroyed [many AmeULFDQV¶@VHQVHRI
VHFXULW\¶-RDQQD%RXUNHFear: A Cultural History (London: Virago, 2005), pp.260, 261.) 
21
 Kit Bonner and Carolyn Bonner, Modern Warships (London: Zenith Press, 2007), p.46. 
22
 With respect to the repression of nuclear themes, it is notable that the published novelisation of this 
episode itself omits the sequence whereby a twentieth-century nuclear warhead is detonated (James 
Blish, Star Trek (New York: Bantam Books, 1967)). 
23
 This covering of the eyes in the face of nuclear explosion reflHFWV:HDUW¶VDVVHUWLRQWKDWµ>V@LQFHWKH
early 1950s acute observers had noted that many citizens were refusing to face the issue of nuclear war, 
and by the mid-VWKHGHIHQVHPHFKDQLVPZDVXELTXLWRXV,WDOPRVWPDGHVHQVHWRFORVHRQH¶VH\HV
the way sHQVLEOHFKLOGUHQFRYHU WKHLU IDFHV LQDKRUURUPRYLH$VD\RXQJDGXOW VDLG LQ³,IZH
OLYHGLQIHDURIWKHERPEZHFRXOGQ¶WIXQFWLRQ´¶:HDUWNuclear Fear, p.266.) Echoing this theme, in 
a 1966 interview the filmmaker Stanley Kubrick, director of the 1964 satire of nuclear war Dr. 
Strangelove or: How I Learned to Stop Worrying and Love the BombDUWLFXODWHGKLVFRQFHUQVWKDWµE\
QRZWKHERPEKDVDOPRVWQRUHDOLW\DQGKDVEHFRPHDFRPSOHWHDEVWUDFWLRQ>«@7KHORQJHUWKHERPE
is around without anything happening, the better the job that people do in psychologically denying its 
H[LVWHQFH,WKDVEHFRPHDVDEVWUDFWDVWKHIDFWWKDWZHDUHDOOJRLQJWRGLHVRPHGD\>«@WKHORQJHUD
nuclear event is postponed, the greater becomes the illusion that we are constantly building up security, 
like interest at the bank. As time goes on, the danger increases, I believe, because the thing becomes 
PRUHDQGPRUHUHPRWHLQSHRSOH¶VPLQGV¶6WDQOH\.XEULFNTWGLQ-HUHP\%HUQVWHLQµ3URILOH6WDQOH\
.XEULFN¶ Stanley Kubrick: Interviews, ed. by Gene D. Phillips (Jackson: University Press of 
Mississippi, 2001), pp.21±46 (p.29).) 
Chapter Three  233 
media as a means through which audiences could safely encounter the potential 
catastrophe of nuclear apocalypse. As with much dystopian fiction of this period (and 
in common with the contemporary WUHQGIRUµGLVDVWHUPRYLHV¶WKHSURGXFHUVRIWKHVH
images express nuclear conflict and its consequences as part of an anxious image-
making strategy designed to preclude such an event from its manifestation in 
actuality.24 As I will show in the following sections, this economy of invisibility, 
technology and apocalypse also reflects a climate of unsettling sensory augmentation. 
 
Cloaked vision 
In addiWLRQWRWKHHSLVRGH¶VDddressing of contemporary 1960s concerns, µ%DODQFHRI
7HUURU¶LQIXVHVLWVdepiction of twenty-third-century conflict with Second World War 
motifs, conflating past, present and future, and so contributing to a post-war trend for 
linking nuclear threat with a dislocating sense of time and history.25 The screenplay, 
written by Paul Schneider, draws heavily from two late 1950s American films 
depicting submarine combat during the Second World War, The Enemy Below (Dick 
Powell, 1957) and Run Silent, Run Deep (Robert Wise, 1958). The Enemy Below 
shows a US surface destroyer closely mimicking the every move of a German 
submarine, provoking the U-ERDW¶VFUHZWRPLVWDNHQO\EHOLHYHWKHDSSHDUDQFHRIWKH
WUDLOLQJ EOLS RQ WKHLU VRQDU VFUHHQ WR EH µD IDOVH HFKR¶ RI WKHLU RZQ SUHVHQFH For 
µ%DODQFHRI7HUURU¶Schneider borrows this detail exactly, with Enterprise¶V strategy 
of mimicry similarly persuading the invisible vessel that the visual reading on their 
sensor screens is µD UHIOHFWLRQ« DQ HFKR¶ of their own invisible presence. In both 
VWRULHVWKLVµHFKR¶expresses numerous parallels between opposing vessels: as in The 
Enemy Below, Enterprise¶V&DSWDLQ Kirk and his Romulan counterpart (Mark Lenard) 
mine a kind of psychic link, second-guessing each other at every turn, and each 
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 )UHGULF -DPHVRQ FODLPV WKDW VFLHQFH ILFWLRQ¶V µPXOWLSOH PRFN IXWXUHV VHUYH WKH >«@ IXQFWLRQ RI
transforming our own present into the determinDWHSDVWRI VRPHWKLQJ\HW WRFRPH¶)UHGULF-DPHVRQ




unprecedented [while] they simultaneously attempted to take it and its implications out of historical 
WLPH DQG SODFH WKHP LQ P\WKRORJLFDO DQG HVFKDWRORJLFDO WLPH >«@ 6XFK DKLVWRULFLVP FRQVWLWXWHV D
paranoiac response to the cultural trauma causeG E\ WKH UHDOLW\ DQG WKUHDW RI QXFOHDU GHVWUXFWLRQ¶
&\QG\ +HQGHUVKRW µ)URP 7UDXPD WR 3DUDQRLD 1XFOHDU :HDSRQV 6FLHQFH )LFWLRQ DQG +LVWRU\¶
Mosaic: A Journal for the Interdisciplinary Study of Literature, 4.32 (December 1999), 73±90 (pp.73±
74).) 
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acknowledging a mutual resemblance of both vessel and self.26 When the Romulan 
FRPPDQGHUIHHOV WKDW.LUNµUHDGVWKHWKRXJKWVRIP\EUDLQ¶ WKHQRWLRQDJDLQGUDZV
from The Enemy Below, in which the US Captain Murrell (Robert Mitchum) invokes 
DSV\FKLFGLPHQVLRQWRWKHSURFHVVRIUDGDUDSSUHKHQVLRQµFDOOLWDVL[WKVHQVHLI\RX
ZDQWWR,DOZD\VVHHPWRNQRZZKHQWKHUH¶VDPLQGZRUNLQJRQWKHRWKHUHQGRIWKDW
UDGDUEHDP¶WKHPLQGKHVHQVHVLV, of course, his invisible double, the German U-boat 
Captain (Curd Jürgens). 
A sequence in which Star Trek¶V invisible Romulan craft evacuates visible 
debris and a corpse from its torpedo tubes to provide false confirmation of its 
destruction is drawn directly from Run Silent, Run Deep in which a US submarine 
performs the same actions to fool a Japanese ship in the Bungo Channel. In drawing 
from these sources, Schneider casts Enterprise as a surface vessel in tense combat 
with a mysterious submarine. The latter role is taken by the literally invisible 
Romulan craft, the cramped set for which resembles the control room of a submarine, 
its chief viewing mechanism a futuristic periscopeDQGLWVZHDSRQDµSODVPDWRUSHGR¶ 
(fig. 3.8). However, in this transposition from the recent past to Star Trek¶V future 
environment, the substitution of outer space for the undersea shifts the visual 
constitution of the theatre of conflict. While the submarine narratives¶ medium of 
invisibility is in the depth, darkness and density of the murky sea, Star Trek¶V alien 
vessel operates amidst the open vistas and startling clarity of deep space, a sprawling 
site of omniscience in which little is obscured. These revised ambient conditions 
necessitate a diversion from the submarinal model, the object itself becoming 
producer of its own invisibility, made murky from the inside out by means of its 
scheme of advanced extraterrestrial technology. 
Cinematic precedents showing such technologically invisible vehicles include, 
for example, Buck Rogers (Ford Beebe and Saul A. Goodkind, 1939). In this film 
serial, a craft, temporarily disappeared by µdissolvo-UD\¶ LV assumed to have been 
destroyed until the UD\¶VLQYHQWRUH[SODLQVWKDWµWKHVKLSLVVWLOOWKHUHEXW\RXFDQ¶WVHH
it >«@ 3HUIHFW DV WKH HWKHU LWVHOI¶ The ray is fired from Earth in order to allow 
undetected passage through a blockade in the SODQHW¶V outer atmosphere. This case 
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 ThHGLUHFWRURIµ%DODQFHRI7HUURU¶9LQFHQW0F(YHHW\UHFDOOHGWKDW µ,KDGLQFLGHQWDOO\VHHQ The 
Enemy BelowEXW,GLGQ¶WQRWLFHWKHVLPLODULW\XQWLOODWHUZKHQVRPHERG\WROGPHDERXWLW2EYLRXVO\
LW¶VWKHVDPHVWRU\¶9LQFHQW0F(YHHW\TWGLQ(GZDUGGross and Mark A. Altman, &DSWDLQ¶V/RJV
The Complete Trek Voyages (London: Boxtree, 1993), p.34.) 
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exemplifies a vogue for invisibility rays in 1930s fictions,27 ZKLOHWKHVKLS¶VFDSDFLW\
for strategic discretion reflects contemporary ideals of camouflage, as observed in the 
natural world and adopted for military craft and installations (such as the dazzle 
VFKHPHV SURGXFHG E\ DUWLVWV IRU WKH %ULWLVK $UP\¶V µ&DPRXIODJH 6HFWLRQ¶ IURP WKH
First World War onwards). Such schemes are intended to disrupt visible light, the 
dominant medium of military apprehension of that period. Perhaps most striking in 
Buck Rogers is the reconstitution of the visual signature of the ship as a dense, 
unnatural fog amidst the clarity of the ether, a phenomenon mediated on the small 
monitor screens of its pursuers (fig. 3.9). This obfuscating atmosphere of invisibility 
is characterised by an occupant of the ship as µDVWUDQJHVHQVDWLRQ, being up here in a 
VKLS\RXFRXOGQ¶WVHH¶ (fig. 3.10). 
No such atmospheric traces appeDULQµ%DODQFHRI7HUURU¶LQZKLFKWKHVKLS¶V
µFORDNLQJV\VWHP¶LVFKDUDFWHULVHGWRZRUNWKURXJKµWKHVHOHFWLYHEHQGLQJRIOLJKW¶D
materialisation of light that corrupts the fundamental medium of vision. Despite 
Enterprise¶V YDVW DUUD\ RI DGYDQFHG VHQVRry equipment for observing beyond the 
visible spectrum, such facilities are useless in the tracking of the invisible object: its 
µVHQVRU SUREHV¶ UHYHDO µQRWKLQJ¶ :KHQ D EDVLF NLQDHVWKHWLF VLJQDO RI WKH LQYLVLEOH
FUDIWLVLGHQWLILHGWKURXJKDµEOLSRQWKHPRWLRQVHQVRU¶WKHFUHZDUHIUXVWUDWHGZKHQ
the invisible vessel turns off its engines and the signal stops. This quasi-radar 
WHFKQRORJ\RIGHWHFWLRQWKHµPRWLRQVHQVRU¶LVDQRWKHUUHPQDQWRIWKH6HFRQG:RUOG
:DUVRXUFHVZLWKZKLFKµ%DODQFHRI7HUURU¶ Ls inscribed. The development of radar 
apprehension as an effective offensive and defensive tool ± utilising wavelengths 
from the electromagnetic spectrum to enable the real-time awareness of a hostile 
REMHFW¶V SUHVHQFH ZLWKRXW UHFRXUVH WR FRQYHQWLRQDO RSWical channels ± had been 
crucial to the outcome of that conflict. A glance at some of the early published 
histories of radar is revealing in the language used to characterise the power of radar 
technology: writing in 1946, O.E. Dunlap, Jr., for example, describes radar as a 
µVXSHU-ZHDSRQ¶28 
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 In cinema, such a trend is manifested in The Invisible Ray (Lambert Hillyer, 1936). 
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 'XQODSGHVFULEHV WKH UROHRI µWKHKDUQHVVLQJRIPLFURZDYHV WKHGHYHlopment of radio pulses, and 
new electron tubes. Chief among the latter was perfection of the cathode-UD\³H\H´± the tube that had 
made electronic television possible. The emergency of war rushed the new super-weapon into service 
as an instantaneous method of detecting planes and ships ± and determining their distance and the 
direction and speed of their movement ± even when distance, darkness, fog, or clouds rendered them 
LQYLVLEOH¶ 2UULQ('XQODS -U Radar: What Radar Is and How It Works (New York and London: 
Harper & Brothers, 1946), p.ix.) 
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Radar transmits invisible electromagnetic pulses that, upon encountering 
GHQVHREMHFWVUHIOHFWEDFNWRWKHLUVRXUFHDSSHDULQJDVGLVWRUWLRQVµEOLSV¶LQWKHGDWD
collected by the system. Radar can discern objects embedded in such problematic 
viewing contexts as the misty atmospherics of the sky or the enveloping darkness of 
night. In revealing presences beyond the range of unenhanced vision, radar procures 
the perception of the seemingly absent, or the yet-to-be present, thus reconfiguring the 
conventional temporal logistics of apprehension. Fundamental to the successful 
functioning of the radar system is the production of audiovisual results for 
interpretation by a seeing, hearing observer. In terms of visual results, the frequency 
detected by the radar receiver is converted for display on the screen of a cathode ray 
tube. While cathode rays are themselves invisible, when they strike the treated surface 
of the tube they emit a fluorescent glow, producing stark images for interpretation. 
This screen system thus converts otherwise inapprehensible data into a recognisable 
visual system for interpretation, providing a focal point for the reconfiguration and 
display of extra-visual data that has a reach beyond that of the naked eye in both 
spatial and temporal terms. 
The advent of radar systems promoted increasing reliance on screen 
technology in modern warfare contexts. Describing the military application of radar in 
the second half of the twentieth century to be part of the µHOHFWUR-RSWLFDO >«@
³ZDWFKLQJ PDFKLQH´¶ 9LULOLR FRQWHQGV WKDW µ>V@HHLQJ DQG IRUHVHHLQJ¶ KDYH FRPH WR
µPHUJH VR FORVHO\ WKDW WKH DFWXDO FDQQR ORQJHU EHGLVWLQJXLVKHG IURP WKHSRWHQWLDO
0LOLWDU\DFWLRQVWDNHSODFH³RXWRIYLHZ´ZLWKUDGLR-electrical images substituting in 
UHDOWLPHIRUDQRZIDLOLQJRSWLFDOYLVLRQ¶29 Between the Second World War and the 
V FRQWH[W IURP ZKLFK µ%DODQFH RI 7HUURU¶ HPHUJHV WKH WDFWLFDO military use of 
radar grew with its incorporation into sophisticated detection systems, such as the 
computerised multiple-screen operations room configurations of the North American 
$HURVSDFH 'HIHQVH &RPPDQG¶V 1ORAD) Semi-Automatic Ground Environment 
(SAGE), principally designed to swiftly apprehend enemy bombers and automatically 
issue interception instructions. For Virilio, the superseding of the optical in the 
µHOHFWUR-RSWLFDO¶ LV H[DFHUEDWHG DV EHDFRQV DQG ZDWFKWRZHUV WHOHVFRSHV DQG
binoculars are replaced by such Combat Information Centre (CIC) environments: 
enclosed, windowless fora in which multiple results of electromagnetic apprehension 
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are conflated for visual interpretation. In Star Trek¶VWHFKQRORJLFDOO\DGYDQFHGIXWXUH
WKHDUUD\RIPXOWLSOHµVHQVRUV¶DERDUGEnterprise expresses an advanced SAGE-type 
installation, with the centUDOLVHGµEULGJH¶HQYLURQPHQWDVQH[XVRIHOHFWUR-sensory data 
collection. As I will explore in the following section, Enterprise¶V key mechanism of 
perception is an advanced form of strategic imaging technology, but also an advanced 
media extension of the sensorium. 
 
Screen mediation of the senses 
For Enterprise, the screen mechanism for visualisation of ostensibly invisible objects 
is evolved IURPWKHUDGDUVFUHHQWRWKHµYLHZLQJVFUHHQ¶WKHVLWHDWZKLFKsensory data 
± WKHµUHIOHFWLRQV¶DQGµHFKRHV¶RIZorldly encounter ± is displayed and interpreted by 
the YHKLFOH¶V crew. The viewing screen PHGLDWHV EHWZHHQ WKH VKLS¶V H[WHUQDO
encounters and the viewing subjects on board, and serves as a screen-within-a-screen 
for the viewer at home. Often this screen functions as if it is an aperture on the vistas 
of space outside, frequently displaying an empty field of stars, such clear images of 
deep space anticipating space telescopes, the first of which was launched in 1968.30 
With LWV PDQGDWH µWR H[SORUH VWUDQJH QHZ worlds, to seek out new life and new 
FLYLOL]DWLRQV¶RXWOLQHGDW HDFKHSLVRGH¶VRXWVHWEnterprise is effectively a populated 
VSDFHSUREH WKDWSHUIRUPV WKHGLYHUVH LPDJLQJ IXQFWLRQVRISUREHV VXFKDV1$6$¶V
Pioneer 10, in development from 1964 and launched in 1973.31 
It is easy to understand the main character of Star Trek to be Enterprise, and to 
recognise its symbolic function as technologised analogue for a sensuous human 
body. Constituted of different sensory divisions and departments, Enterprise provides 
a model for the complexities of the human sensorium, extending basic sensory 
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 7KH ILUVW DFWLYH VSDFH WHOHVFRSH ZDV 1$6$¶V 2UELWLQJ $VWURQRPLFDO 2EVHUYDWRU\  ZKLFK ZDV
launched in 1968. The initial conception of such platforms, allowing a relatively unrestricted vision of 
WKH 8QLYHUVH XQLPSDLUHG E\ WKH PXUN\ DWPRVSKHULFV DQG HOHFWURPDJQHWLF GLVUXSWLRQ RI WKH (DUWK¶V
atmosphere, is often attributed to the US astrophysicist Lyman Spitzer Jr in 1946. During the Second 
World War, Spitzer was part of the Yale University team that developed sonar, and in 1951 founded 
Project Matterhorn, which developed the first hydrogen bomb. (Joseph A. Angelo Jr, Encyclopedia of 
Space and Astronomy (New York: Infobase Publishing, 2006), pp.435, 581.) The opening shot of Star 
Trek¶VWLWOHVHTXHQFHLVVXFKDQLPDJHRIHPSW\VSDFHILJ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 Roger D. Launius, Frontiers of Space Exploration, 2nd edn (Westport, CT: Greenwood Press, 2004), 
p.36. It is notable that in Star Trek V: The Final Frontier (William Shatner, 1989), a cloaked twenty-
third-century alien vessel is shown becoming visible, before using the drifting Pioneer 10 for target 
practice, destroying the aged probe. 
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functions through technological augmentation.32 On board, crew members perform a 
diverse range of specified sensory tasks: communications officer Uhura (Nichelle 
Nichols) monitors all aural frequencies; the µORJLFDO¶ VFLHQFH RIILFHU Spock 
intellectually decodes visual data through use of a private display; helmsman Sulu 
manages WKH VKLS¶V kinaesthetic motion; navigators including Chekov (Walter 
Koenig) monitor proprioceptive and vestibular awareness; engineer Scotty (James 
Doohan) provides dynamic power to fuel all of these activities. ,Qµ%DODQFHRI7HUURU¶, 
and across the entire run of Star Trek, it is Enterprise¶VEULGJHHQYLURQPHQWLQZKLFK
this diverse range of sensory data is collated and conflated, mainly for visual display 
on the wide-format viewing screen. In this episode alone, the viewing screen performs 
as map and radar display, enables remote audiovisual communication, is able to 
access real-time footage from viewing screens in other locations, and shows the 
results of secret surveillance from within the invisible object itself (fig. 3.12). This 
viewing screen thus brings together multiple modes of viewing, translating the results 
of numerous extra-visual sensing sources for visual interpretation by Captain Kirk, a 
proficient viewer of screen media whose armchair is set diametrically opposite the 
screen (fig. 3.13). Kirk interprets and reviews this multisensory accumulation, 
demonstrating his instinctive facility for a µVL[WK¶RUµFRPPRQ¶VHQVH through which 
all sensory inputs are entangled.33 
,Q µ%DODQFH RI 7HUURU¶ D VLJQLILFDQW XVH RI WKH YLHZLQJ VFUHHQ FRPHV as 
Enterprise intercepts a signal emanating from the invisible ship: D µFRPPXQLFDWLRQ¶
WKDW µVRXQGV OLNH FRGH¶ The invisibility of the enemy vessel thus precipitates a 
reconfiguration of Enterprise¶V VHQVRU\ FDSDFLWLHV DQG VR WKH KXPDQ VHQVRULXP LQ
order to sense it, to decode it. Spock uses his console to µlock on it [and] get a picture 
RI WKHLUEULGJH¶, transforming Enterprise¶V viewing screen display, of the seemingly 
empty space in which the invisible vessel hides, into a distorted image that gradually 
stabilises OLNH D WHOHYLVLRQ VHW µZDUPLQJ XS¶ to show the interior of the invisible 
vessel (fig. 3.14). Beginning with a relatively wide shot of WKH YHVVHO¶V bridge, the 
image is zoomed in to tightly frame the face of the Romulan commander (fig. 3.15). 
Although, in its invisible state, the viewing sensors of the invisible vessel are 
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 This utopian characterisation of Enterprise as a technological sensorium can be contrasted with the 
dystopian characterisation of an all-seeing, all-NQRZLQJ VKLS¶V FRPSXWHU +$/ LQ 2001: A Space 
Odyssey (Stanley Kubrick, 1968). 
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 6HH'DYLG+RZHV µ,QWURGXFWLRQ7KH5HYROYLQJ6HQVRULXP¶ The Sixth Sense Reader (Oxford and 
New York: Berg, 2009), pp.1±52. 
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inoperative (and neither can the crew, it seems, even look out of a window), here 
Enterprise¶V YLHZLQJ VFUHHQ SHUPLWV WKH SURGXFWLRQ RI D YLVLRQ IURP ZLWKLQ WKH
invisible object, wherein the scene, and its visual construction, is played out according 
to televisual conventions. At such moments, the play of images on the viewing screen 
becomes indistinguishable from the structuring and presentation of images seen by the 
SURJUDPPH¶V viewer. Star Trek¶V screen setting thus conflates tactical viewing 
environment, multisensory platform and visual media site, mingling together the 
electronic sSHFWDWRU V\VWHPV RI WHOHYLVLRQ DQG ZDU ,Q WKH YLHZLQJ VFUHHQ¶V
visualisation of the interior of the invisible object, the diagnostic vision of Kirk ± the 
exemplary viewing screen viewer, whose sight organs themselves are frequently 
illuminated (fig. 3.16) ± mingles with the vision of the viewing audience, and it is 
notable that the cathode ray technology used in radar is the same technology that 
produces images from encoded signals on the screen of a television set, the medium 
IRUZKLFKµ%DODQFHRI7HUURU¶ZDVSURGXFHG 
Although Enterprise¶V viewing screen conflates the multiple functions of 
strategic military installations and astronomical observatories, its panoramic format is 
clearly adopted from that of the cinema screen, deriving from the 1950s and 1960s 
GHYHORSPHQW RI QXPHURXV µZLGHVFUHHQ¶ SURFHVVHV IRU WKH SKRWRJUDSK\ DQG
SUHVHQWDWLRQ RI PRWLRQ SLFWXUHV VXFK DV µ&LQHUDPD¶ µ&LQHPD6FRSH¶ µ7HFKQLUDPD¶
DQGµ&LQHPLUDFOH¶6XFKIRUPDWVKDGHPHUJHGSDUWly in response to the popularity of 
television itself (and of successful colour shows like Star Trek, in particular), and, 
along with stereoscopic formats of the period, demonstrate attempts to further 
synchronise the screen with the eyes, bringing the interrelated media formats of 
cinema and human vision into closer contact with each other.34 The actual aspect ratio 
of Star Trek¶V viewing screen is around 16:9, similar to that produced with the 
µ9LVWD9LVLRQ¶ SURFHVV GHYHORSHG E\ 3DUDPRXQW 3LFWXUHV ZKR ZRXld become 
producers of Star Trek from 1967 onwards.35 ,QWKHWHOHYLVLRQVHULHV¶DGDSWDWLRQ
for cinema, the resultant film, Star Trek: The Motion Picture (Robert Wise), 
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 ViYLDQ6REFKDFNµ7KH$PHULFDQ6FLHQFH)LFWLRQ)LOP$Q2YHUYLHZ¶LQA Companion to Science 
Fiction, ed. by David Seed (Malden, MA and Oxford: Blackwell Publishing, 2005), pp.261±274 
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 It is worth noting that, in the 1990s, the aspect ratio of 16:9 would be widely adopted by the 
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Wide Gauge Filmmaking (Jefferson, NC and London: McFarland & Co., 1988); John Belton, 
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repeatedly draws attention to the viewing screen as a cinematic analogue, framing it 
WLJKWO\ZLWKLQ WKHFRQILQHVRI WKHµ3DQDYLVLRQ¶IRUPDWZLWKZKLFK WKHILOPLWVHOIKDG
been produced, the proportions of the screen-within-a-screen enhanced to reflect this 
wider 2.40:1 format (fig. 3.17). 
When invisible spacecraft re-HQWHUWKHVHULHV¶QDUrative in ¶V Star Trek III, 
DVGLVFXVVHGLQWKLVFKDSWHU¶VLQWURGXFWLRQLWLVLQWDQGHPZLWKPatters of multisensory 
and multimedial screen WHFKQRORJLHV 7KH ILOP¶V opening shot comments explicitly 
XSRQWKHSURJUDPPH¶VWUDQVition from television to cinema, with a recap of the climax 
of Star Trek II: The Wrath of Khan (Nicholas Meyer, 1982) slowly expanding from a 
monochrome and low-definition televisual format into a detailed widescreen cinema 
frame (figs 3.18 and 3.19).36 With such preoccupations firmly established, it is 
perhaps no surprise, then, that the global catastrophe that begins Star Trek IV: The 
Voyage Home (Leonard Nimoy, 1986) is manifested through the depiction of a failing 
tactical screen site on Earth, the stabilisation of which provides WKH ILOP¶V KDSS\
ending (fig. 3.21).37 
Through their mediation of the alien invisible, in particular, Star Trek¶VEULGJH
environments provide a cinematic expression through which multisensoriality and 
multimediality intertwine. The alien invisible tests the capacities of the sensing media 
of the Enterprise, stimulating unconventional methods of mediating, and visualising, 
what is apparently extra-visual. Likewise, through utilising the viewing screen as 
mediator and manifesting the invisible via special visual effects, these sequences 
express the role of cinema in coming to terms with the complexities of the 
multisensorial. Part Two will explore further the ways in which the intersection of 
sensory technologisation and nuclear anxieties are connected to a contemporary 
sensorium in transition. 
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 This is made even more explicit when the same sequence is later replayed by Kirk on a television 
screen (fig. 3.20). 
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 7KHILOP¶V time-travel plot, in which the crew of Enterprise travel ± in a nuclear-powered invisible 
alien vessel ± from the twenty-third century back to 1986, promotes a self-reflexive attitude towards 
WKHFXOWXUDOFRQWH[WRIWKHILOP¶VSURGXFWLRQZKLFKLVGHVFULEHGDVDµSULPLWLYHDQGSDUDQRLGFXOWXUH¶
HQJDJLQJ LQ D µGXELRXV IOLUWDWLRQ ZLWK QXFOHDU ILVVLRQ UHDFWRUV¶ $ SURPLQHQWO\ GLVSOD\HG QHZVSDSHU
KHDGOLQH VWDWHV µ18&/($5 $506 7$/.6 67$//('¶ ZKLOH SDUW RI WKH PRGHUQ-day action takes 
place in the CIC of the nuclear-powered USS Enterprise aircraft carrier. 
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Two: Optical Anxiety, Incomprehensibility and 
Encryption in Predator 
 
The anxiety of optical refraction 
Star Trek¶VH[SORUDWLRQRIWHFKQRORJLVHGVHQVRU\V\VWHPV, through which conventional 
understandings of the human sensorium are extended, made alien and unfamiliar, is 
further evident in another popular US science-fiction film series of the period, one in 
which invisibility plays a key role. In the 1987 film Predator, a CIA-led US Special 
Forces rescue team, looking for diplomatic hostages in a Central American jungle 
region, are brutally picked off one by one by an alien enemy (Kevin Peter Hall), 
whose array of advanced weaponry includes the capacity to become almost entirely 
invisible, noticeable only by vague optical abnormalities.38 $WWKHILOP¶VFRQFOXVLRQ
the alien is stripped of many of its technologised augmentations, becoming 
grotesquely visible to engage in hand-to-KDQGFRPEDWZLWK WKH WHDP¶V OHDGHU'XWFK
(Arnold Schwarzenegger), before self-destructing in an enormous blast. In Part Two, I 
begin by addressing the perverse optical nature of Predator¶V extraterrestrial invisible 
body, exploring how it is observed by others within and without the diegesis, and 
interrogating its nature as an expression of lens-based media. As I will subsequently 
VKRZWKHILOP¶V mediation of this invisible body encompasses a linguistic scheme of 
incomprehension through which encounters with the invisible are expressed. In the 
ILOP¶VGHWDLOHGdescription of a hard-to-see alien presence unfolds the breakdown of 
conventional visual and semiotic systems, laying bare themes of misapprehension and 
miscommunication. As I shall explore, Predator¶V idiosyncratic images of the 
invisible alien body draw from a pre-existing language of camouflage, mirage and 
refraction, all states of difficult visuality in which questions of illusion and 
identification are confused, and that, as in Star Trek, express an anxious response to 
the idea of nuclear apocalypse. 
Predator¶VGLVFRXUVHRIXQFRQYHQWLRQDOYLVXDlity is constituted of a number of 
alternative imaging regimes. The first to appear, eighteen minutes into the film, is a 
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 The US film Predator was released to cinemas on 12 June 1987, having been in production for over 
a year prior. The film was produced by Joel Silver for Twentieth Century Fox, and directed by John 
McTiernan from a screenplay by the brothers John and Jim Thomas, the first draft of which had been 
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scheme resembling electronic thermography that represents the malign sensory 
surveillance of the invisible alien. I shall discuss this particular scheme in detail in 
Part Three of this chapter. For now, it is the distinctive visual impression of the 
invisible body itself with which this section is concerned: a noticeably vague 
revelation that first emerges after forty minutes of the film has passed. The first 
appearance of this scheme is produced through the refraction of a pair of glasses, their 
wearer, Hawkins (Shane Black), witnessing the invisible body at the precise moment 
of his own death. Hawkins, the unit¶VUDGLRRSHUDWRUhas been momentarily separated 
from his colleagues after stopping guerrilla hostage Anna (Elpidia Carrillo) from 
escaping. As Hawkins takes hold of Anna, a number of things happen at once that 
signal the impending visualisation of the invisible body. On the soundtrack, swelling 
strings mingle with an inhuman and indecipherable trill. As numerous quick cuts 
unfold, a view from close quarters displays the thermographic readings of Hawkins¶V 
DQG$QQD¶VERGLHVDQG$QQD¶VH\Hs widen to centre on the camera lens (fig. 3.22). 
Finally, as +DZNLQV¶VKHDG turns, his oversized spectacles generate WKHYLHZHU¶Ventry 
into a momentary vision of invisibility, their exaggerated refraction invoking the 
kaleidoscopic image of the invisible attacker (fig. 3.23). The audience shares in 
+DZNLQV¶VYLHZSRLQWRIWKHODVWWKLQJWKDWKHVHHVDVWZRSRLQW-of-view (POV) shots 
KHUH DEXW +DZNLQV¶V WUDQVJUHVVLYH YLHZLQJ RI WKH LQYLVLEOH REMHFW DQG WKDW RI WKH
invisible subject, viewing a final thermal image of its victim in extreme close up (fig. 
3.24). Here, two problematic gazes are turned in on each other, the frustrations and 
revelations of both revolving around the materiality of that which is both seeing and 
being seen. This is the last subjective thermographic shot to be shown for the next half 
DQ KRXU RI WKH ILOP¶V UXQQLQJ WLPH D FRUH VHFWLRQ WKDW DEDQGRQV WKDW PRGH RI
inference in preference of a more direct visual engagement with invisible matter 
through which defocused focal points express characteristics of optical refraction. The 
scheme of surveillance thus shifts IURPWKHDOLHQ¶VVXEYHUVLYHLQIUDUHGPOV to the less 
irregular register of visible light, as mediated and decoded by the human eye, now 
suddenly aware of, and on the lookout for, the invisible. 
In this frenzied moment of editorial splicing, a gush of vivid red blood, 
contrasting sharply with the lush green surroundings, erupts from off screen onto 
$QQD¶VIDFHDFURVVKHUH\HVIRUFLQJWKHPFORVHG(fig. 3.25). The sudden appearance 
of blood here signals that an unseen violation of corporeal form has taken place. In a 
dialogue between interiority and exteriority, tKH LQVLGHV RI +DZNLQV¶V ERG\ are 
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brought outside, just as the image inside the borders of the intrusive invisible body 
has been replaced by that which lies outside: an internalised mapping of 
environmental visuality that here allows the invisible to become visible. Exacerbating 
this trajectory of revelation, and fundamental to the mode of cinema, is the shock, 
however slight, that is engendered by the cut: an instantaneous revelation of imagery 
that occurs in the blink of an eye, and through which one image is suddenly 
superseded by another.39 In Predator, such interruptive revelations come primarily via 
cuts, instantly announcing the invisible through transitions unleavened by the fade or 
dissolve. The cinematic cut promotes the critical separation of a film object into 
constituent parts, but it is a division that is also a suture, a slice that is also a splice, 
and a coming together of images that each obscure the other. In this revelatory 
sequence in Predator, the physical cut is an act of violence that is averted from the 
spectator¶V H\H E\ WKH HGLWRULDO FXW 7KLV annunciation of invisible form thus 
demonstrates the capacity of the cut to effect the transgressive violation of both body 
and image, of the image of the body, and of the body of images.40 
6XFKVHJPHQWVLQZKLFKWKHDOLHQ¶VLQYLVLEOHIRUPLVH[SOLFLWO\VKRZQDSSHDU
in short bursts of mainly less than three seconds, and all but one are single shots. The 
brevity of these isolated moments enables the evasion of scrutiny, an opportunity 
afforded by the flowing trajectory of filmic media.41 This regime of the instantaneous, 
of the blink-and-you-miss-it, is exacerbated by the sense of blurred defocus that these 
images instil. In Predator, what is seen of the invisible evokes the impression of 
YLVXDO GHIHFWV RIWHQ UHVHPEOLQJ µIORDWHUV¶ LQ WKH H\H RI WKH EHKROGHU everyday 
entoptic phenomena whose identification demonstrates the visual observation and 
consideration RIRQH¶VRZQRSWLFIDFXOW\ZKLOVWDOVRFRQYH\LQJWKHVHQVHRID WRXFK
                                                 
39
 Even feature films constituted of a single shot will feature a cut at the beginning and end, whereby a 
transition will occur between that considered to be part of the body of the film-object and that which is 
not: a severing and demarcation of the film body from the space and time in which it is received. 
40
 Jonathan Sawday writes on the similarities between practices of autopsy and critical analysis, in 
ZKLFK µD GLVVHFWLRQ PLJKW GHQRWH QRW WKH GHOLFDWH VHSDUDWLRQ RI FRQVWLWXHQW VWUXFWXUHV EXt a more 
YLROHQW³UHGXFWLRQ´LQWRSDUWVDEUXWDOGLVPHPEHUPHQWRISHRSOHWKLQJVRULGHDV¶6DZGD\QRWHVWKDW
HDUO\PRGHUQFXOWXUHLQLWLDWHGDµF\FOHRIWH[WVZKLFKEHFRPHERGLHVDQGERGLHVZKLFKEHFRPHWH[WV¶
DFULWLFDOWUDGLWLRQIRUZKLFKµ>E@RRNVZHre composed of parts that could be read and interpreted in the 
same way that bodies were made up of parts that exhibited signs of their health or decay to the skilled 
reader ± the physician ± ZKR ³LQWHUSUHWHG´ WKH VLJQV RI WKH ERG\¶ -RQDWKDQ 6DZGD\ The Body 
Emblazoned: Dissection and the Human Body in Renaissance Culture (London and New York: 
Routledge, 1995), pp.1, 136.) 
41
 Today, the casual viewer is able to inspect these images more closely on DVD or similar media, by 
which means the flow of the film can easily be interrupted, and the most evasive images be opened out 
for a previously evasive temporal scrutiny. Such themes are discussed in Laura Mulvey, Death 24x a 
Second: Stillness and the Moving Image (London: Reaktion Books, 2006), pp.17±32 and pp.150±151. 
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RQ WKH H\H¶V VXUIDFH (fig. 3.26).42 At its most distinct, in Predator, this scheme is 
redolent of hard-edged refraction, at its most indistinct indicative of retinal 
imperfection writ large, or even a minor warping of the surface of either retina or 
cinema screen: an intrusive system of contours that threatens the membrane of the 
viewing plane, seeming to disrupt the two-dimensional illusion of three-dimensional 
matter. This imagery of advanced camouflage was initially conceived in a dream, an 
appropriately anoptic source. Co-screenwriter John Thomas provides interpretation of 
his brother Jim¶VVXEFRQVFLRXVH[SHULHQFH 
 
In the dream, he was peering into an ovoid chrome room through a hole. 
,QVLGHWKHURRPZDVDOLWWOHPDQZKRZDVPDGHRXWRIFKURPH<RXFRXOGQ¶W
see him ± he was reflected everywhere at once ± until he moved. Then you 
VDZWKLVOHDGLQJHGJHRIKLVSK\VLFDOEHLQJDQGWKDW¶VDOO43  
 
This notion of peering through an aperture tR EHKROG DQ LQYLVLEOH ERG\¶V PRELOLW\
seems appropriate for moving-image mediation: camouflage as a kinaesthetic 
coalition of foreground and background, and of object and environment; a material 
mirroring in which bodies and environments are anxiously interrelated.44 
5DWKHU WKDQ WKH VLQJOH µHGJH¶ RI FKURPH UHIOHFWLRQ KRZHYHU WKH ILQLVKHG
ILOP¶V IUDFWXUHG LPDJHU\ PRUH HYRNHV WKH NLQG RI PXOWLIDFHWHG UHIUDFWLRQ IRXQG LQ
kaleidoscopic viewing formats, bearing particular resemblance to the optical 
distortion of a Fresnel lens, the device first developed by Augustin-Jean Fresnel in 
1823, and principally used to more powerfully focus a source of illumination, such as 
                                                 
42
 Floaters occur within the transparent vitreous humour, discreet imperfections that produce minor 




 Predator¶V scheme of invisibility utilises aspects of conventional natural and military camouflage as 
its starting point. The principal characters wear camouflaged fatigues and body-paint, and an unused 
shot was made in which Anna looks thoughtfully at a chameleon, in an analogy that may have been 
deemed too blatant. The cultural application of camouflage derives from natural predatory schemes and 
primitive hunting practices, whereby hunters, wishing to pass undetected in close proximity to their 
prey, ZRXOGHQYHORSWKHPVHOYHVLQWKHDQLPDO¶VKLGH&DPRXIODJHLQWKHQRUWKHUQKHPLVSKHUHLQERWK
organic and synthesised schemes, has tended towards a blending of object with environment, owing 
principally to the overriding darkness of the terrain; brighter tropical regions, however, have seen the 
HYROXWLRQ RI WKH µGLVUXSWLYH SDWWHUQ¶ ZKHUHE\ DQ REMHFW LV QRW GLVDSSHDUHG EXW UDWKHU HYLGHQFHV DQ
unexpected, befuddling image in the eyes of its observer. Tim Newark discusses these alternative 
strategies of camouflage in both %UDVVH\¶V %RRN RI &DPRXIODJH /RQGRQ %UDVVH\¶V  DQG
Camouflage (London: Thames and Hudson, 2007). Such disruption of the visuality of form, through 
which the viewer is confused into making erroneous assumptions about an object based upon the 
evidence of their flustered optical faculties, is key to an understanding of relationships between 
camouflage and invisibility. Although operating largely in conditions of visible light, such confusions 
are not simply concerned with the interplay between light and shade, but with materiality: the use of 
visual matter in the insinuation of false schemes of materiality that allow the status of an object to be 
contested. 
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the beam of a lighthouse.45 Such correspondence confirms the intention for this 
moment of invisibility to be an indiscreet assault on the senses: a confrontational 
absence of expected image that is a paradoxically intense vision of vagueness. It 
draws the extra-diegetic eye of the viewer even as it baffles the intra-diegetic gaze 
that seeks it out. To communicate the invisible, these images mimic and subvert the 
effects of nineteenth-century optical augmentation, dictating a frustrated experience of 
viewing. In this illusory phenomenon, the gaze may be misled, with optical evidence 
providing misinformation about the relative positions of viewing subject and viewed 
object, and so destabilising perception. ,W LV QRWDEOH WKDW LQ :HOOV¶V The Invisible 
Man WKH NH\ WR *ULIILQ¶V LQYLVLELOLW\ LV WKDW WKH ERG\¶V µUHIUDFWLYH LQGH[ FRXOG EH
made the same as that RI DLU¶ IM 91). In Predator, the reproduction of surface 
phenomenon confirms the presence of a dense and disruptive surface at the site of 
invisibility, allowing for a collision of notions of transparency and solidity. This 
impression of refraction manifests the invisible body as an optically augmented 
expression of the lens. The invisible force, both source of surveillance and conveyer 
of mortality, is made analogous to the machinations of photographic media, an 
anxious depiction of lens-based media in which the camera sees itself. 
Although mimicking strategies of disguise found in both nature and war, this 
camouflage could not be fully produced in front of the camera, but only with recourse 
to the extra-lens manipulation of cinematic media. As in ¶VThe Invisible Man, to 
communicate the upsetting of optical media necessitated an extension of 
contemporary optical travelling matte processes. Predator¶VYLVXDOHIIHFWVFRRUGLQDWRU
Joel Hynek collaborated with visual effects artist Eugene Mamut, developing a 
YDULDWLRQRQ0DPXW¶VµHODVWLFHIIHFW¶ZKLFKHQDEOHVDPRYLQJREMHFWWRDSSHDU
as if stretched and warped across the frame in a smooth distortion that unfolds over 
time with no such distortion occurring in the background image (fig. 3.27).46 For 
                                                 
45
 The kaleidoscope was devised around 1815 by David Brewster (1781±1868), who also studied the 
diffraction of light and invented the lenticular stereoscopic viewer (c.1849). Brewster was also 
involved with the refraction of lighthouse beams, introducing the Fresnel lens to the British lighthouse 
network. The beam of the lighthouse functions both as an agent of surveillance and a certification of 
destruction: for a nearby vessel, its sighting too closely and too clearly surely spells disaster. 
46
 Though used for a number of television commercials during the early 1980s, it was for Predator that 
0DPXW¶VWHFKQLTXHZDVILUVWDGDSWHGIRUXVHLQDIHDWXUHILOP,QDSURILOHRI0DPXW¶VZRUN3DXO
0DQGHOOZULWHVµ7KLVLOOXVLRQGXEEHG³WKHFDPRXIODJHHIIHFW´ZDVFUHDWHGZLWKDVHULHVRIFRQFHQWULF
PDWWHVWKDWFRQIRUPHGWRWKH3UHGDWRU¶VWUavelling shape. The mattes were devised by supervisor Joel 
Hynek and created by Mamut, using a painstaking, multidirectional positioning process for the 
production of those mattes directly on the CompuQuad printer. Once they were done, various takes of 
the 3UHGDWRU¶VMXQJOHHQYLURQPHQWZHUHVKRWDWGLIIHUHQWIRFDOOHQJWKVDQGLQVHUWHGLQWRWKHFKDUDFWHU¶V
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Predator, a performer, covered in red spandex, was filmed moving amidst the green 
jungle, before repeat shots were made of the same background using a diverse array 
of lenses, each of which was attached to a motion-controlled camera for identical 
passes that provided a succession of almost identical shots of the same figureless 
background.47 In a complex printing process, these images were combined with 
multiple travelling mattes, each of which featured slightly different-sized measures of 
unexposed film, to produce the desired impression of multifaceted, concentric 
refraction.48 7KHILOP¶VGLUHFWRU-RKQ0F7LHUQDQREVHUYHVWKDWWKHHIIHFWµGLGQ¶WZRUN
DWDOO>«@XQWLOWKH\UHDOLVHGWKH\QHHGHGWRPDNHIODZVLQLWWKH\QHHGHGWRKDYHLW
repeat itself and they created a sort of illusion of three-dimensionality or roundness by 
KDYLQJLWUHSHDWLWVHOI¶DVDQµLPDJH-within-an-image-within-an-LPDJH¶49 This relative 
absence of image, then, is also an amassing of imagery. Like Étienne--XOHV0DUH\¶V
µFKURQRSKRtographs¶RIWKHERG\LQPRWLRQ± described by Virilio, in the context 
RI 0DUH\ SODFLQJ FKURQRSKRWRJUDSK\ µDW WKH VHUYLFH RI PLOLWDU\ UHVHDUFK LQWR
PRYHPHQW¶ WR EH µPDNLQJ WKH ERG\ GLVDSSHDU LQWR D PRPHQWDU\ DJJORPHUDWLRQ RI
                                                                                                                                            
VKDSH FRQFHQWULFDOO\¶ 3DXO 0DQGHOO µ(ODVWLF (IIHFWV ± 1HZ 2SWLFDO :ULQNOH¶ American 
Cinematographer: The International Journal of Film & Digital Production Techniques, 69.10 (October 
1988), 97± S 0DPXW FRQILUPV WKDW WKH XVH RI µ FRQFHQWULF PDWWHV >«@ FUHDWHG D
GLVWLQFWLYHO\FRQWRXUHGORRNDQGDGGHGPRUHYLVXDOO\WRWKH3UHGDWRU¶VLPDJH¶DWWHVWLQJWRWKHQHFHVVLW\
for communicating the three-dimensionality of the invisible being, as well as the desire to make the 
LQYLVLEOHDVYLVLEOHDVSRVVLEOH$V+HOIULFKFRQILUPVµ:HFKRVHWKHFRQFHQWULFFRQILJXUDWLRQRIZDUSV
as being the most interesting and the most visible. Because a lot of the shots would be really long shots, 
WKHFUHDWXUHZRXOGEH UHDOO\ VPDOO<RX¶GKDYH WRKDYHHQRXJKRIDQHIIHFW WR VHHDQ\WKLQJ¶ 0DUN
+HOIULFKTWGLQ/LFKWHQIHOGµ7H[W&RPPHQWDU\¶$V0DPXWVWDWHVµ$WILUVWZHWKRXJKWWKDWDVPRRWK
Predator image would reqXLUH  FRQFHQWULF PRYLQJ PDWWHV IRU HDFK IUDPH RI ILOP 7KLV ZRXOG¶YH
required tons of hi-con rolls, which was impractical. Joel Hynek decided to go with only 12 concentric 
mattes. This created a distinctively contoured look and added more visually to thH3UHGDWRU¶VLPDJH¶
(XJHQH0DPXWTWGLQ0DQGHOOµ(ODVWLF(IIHFWV¶S 
47
 $V YLVXDO HIIHFWV FRRUGLQDWRU -RHO+\QHN FRQILUPV µ(YHU\WKLQJ ZDVGRQHRSWLFDOO\ LQ WKRVHGD\V
:H¶GVWDUWZLWKWKHSKRWRJUDSK\RIWKHUHGVXLW LQWKHMXQJOH)URPWKDWZH¶G pull a silhouette matte. 
7KHQIURPWKDWZH¶GSXOODQRSSRVLWHPDWWHZKHUHWKH3UHGDWRU¶VFOHDU>«@(DFKVKRWZRXOGWDNHDV
PDQ\DVSDVVHV7RFUHDWHHDFK LQOLQH UHTXLUHG IRXUSDVVHV7KDW¶VSDVVHV$QG LI \RXPDGHD




 Discussing cRPSRVLWLQJLQDLQWHUYLHZ+\QHNQRWHVWKDWWKHµYHU\GHILQLWLRQRIvisual effects, 
which are images produced from separately created elements ± as opposed to special effects, which are 
things created in front of the camera ± means you have to concentrate on the smooth coordination of all 
the separate elements. These elements are usually from different cameras, locations or software 
SODWIRUPV¶-RHO+\QHNTWGLQ(ULF5XGROSKµ3RLQWV(DVW&UHDWLQJ,OOXVLRQLQ6HFOXVLRQ¶ American 
Cinematographer: The International Journal of Film & Digital Production Techniques, 78.12 
(December 1997), 124±125 (pp.124±125).) 
49
 -RKQ0F7LHUQDQµ$XGLR&RPPHQWDU\¶ Predator, dir. by John McTiernan (Twentieth Century Fox 
Home Entertainment, 2002) [on DVD]. 
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sense-GDWD¶± WKHµHODVWLF¶HIIHFWSURvides a way of isolating, in the invisibility of the 
body, the kinaesthetic properties of WKHERG\¶Vencounter with space.50 
Predator¶V cinematic imagery of the invisible body, then, describes an 
unsettling encounter with the limits of opticality. The sequences I have thus far 
GHVFULEHG GR YLROHQFH WR WKH ERG\¶V UHODWLRQVKLS ZLWK YLVLRQ ERWK DIILUPLQJ WKH
embodied nature of the visual sense, whilst also distorting visuality into something 
XQFHUWDLQ DQG XQIDPLOLDU 7KLV ERG\¶V DEHUUDQW YLVXDOLW\ LV UHGROHQW of the 
phenomenon of mirage or heat haze, whereby distant viewing in extreme temperatures 
is distorted through atmospheric refraction.51 In the film, such a correspondence is 
prominent at a moment when the hazy focal plane, representing DQRWKHU YLFWLP¶V
searching gaze, shifts from foreground to background before centring on the distant 
camouflaged body as it gradually comes into view in a union of composite matting 
and lap dissolve (fig. 3.28). For Steven Connor, µKD]H¶ Ls a peculiarly modern 
phenomenon, and one that he implicates heavily in modernist schemes of 
representation: 
 
modernist haze was a phenomenon not just of ambivalence, but, more exactly, 
of interference, an accidental mixing of registers and channels. It is a kind of 
visual noise, which implicates the conditions of perception and registration in 
its nature. Where modernist painters and writers sought to capture the effects 
of haze, to make visible the forms and effects of indiscernibility and 
compromised vision, it was never clear what it would mean to get a fix on that 
shifting dimnness [sic], to get the unfocused in perspective.52 
 
&RQQRUPD\EHWKLQNLQJRILPDJHVVXFKDVWKHNDOHLGRVFRSLFµYRUWRJUDSKV¶SURGXFHG
by Alvin Langdon Coburn in 1917±18, photographic images whose sense of 
fragmentation has seen them widely credited as early examples of a wholly abstract 
photography (fig. 3.29). Other veins of photographic imagery that the prismatic 
outlines of Predator invoke are those recording radioactive emissions taken by 
Berenice Abbott in the 1950s, whilst employed by the Physical Science Study 
Committee at MIT (fig. 3.30). All of these images evidence a close scrutiny of objects 
                                                 
50
 Virilio, War and Cinema, p.10. 
51
 Such viewing conditions can result from both evaporating moisture and the bending of light as it 
passes through zones of conflicting thermal values, and provide the key component of the phenomenon 
of mirage, in which the impression of vibrant topographies ± pools of water or cityscapes ± may appear 
RQDEDUUHQKRUL]RQ7KHVHYHUHVWH[DPSOHRIWKHPLUDJHLVUHIHUUHGWRE\WKHQDPHµIDWDPRUJDQD¶VR
named after the shapeshifting, and sometimes invisible, Morgan le Fay from Arthurian legend. 
52
 Steven Connor, The Matter of Air: Science and Art of the Ethereal (London: Reaktion Books, 2010), 
pp.177±178. 
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DQGHQYLURQPHQWVWKDWWHQGVWRZDUGVWKHDEVWUDFWWKHµUHJLVWHUVDQGFKDQQHOV¶PL[HG
being those of visibility and invisibility, materiality and immateriality, reality and 
illusion. The delineation of composited components in Predator reveal the frame-
upon-frame structure of the film itself, in a nauseating interruption of the persistence 
of vision that may upset the tenuous illusion of representation. The absence at the 
centre of the frame is filled with diminishing traces of that which frames the absence: 
a trompe O¶RHLO effect that is also a mise en abyme. 7KHILOP¶V distinctive signature of 
refractive visual distortion recalls Star Trek¶V GHVFULSWLRQ RI LQYLVLEOH IRUP WR EH
HIIHFWHGE\µWKHVHOHFWLYHEHQGLQJRIOLJKW¶DQGFDQWKXVEHUHODWHGWRFRQWHPSRUDU\
experiments in the development of metamaterials.53 These mirage-like images 
combine the substantial and the insubstantial in the cinematic medium, itself neither 
as dense as a body nor as insubstantial as a haze, though which carries attributes of 
both. 
 
The incomprehensible invisible body 
The presence of Predator¶V invisible body is made gradually apparent, to viewers 
within and without the diegesis, in successive stages of revelation through which a 
range of different levels of evidence are imparted. The first diegetic evidence comes 
with the discovery, depicted through the drawing back of a veil of green foliage with 
dramatic sonic accompaniment, of flayed corpses hanging high amidst the trees, 
corporeal evidence of the foul actions of the invisible body (fig. 3.31). Reflecting that 
the µmystery is in keeping Jaws underwater, in Alien, keeping the visual down to a 
barHPLQLPXP¶WKHILOP¶VFR-screenwriter Jim Thomas describes 
 
layering the reveal of the Predator: First through his vision, then through 
camouflage, then by showing you what he actually looked like, then the final 
payoff was underneath the helmet that there was a living organic thing with a 
mind.54 
                                                 
53
 µ0HWDPDWHULDOVDUHPDQ-made composites that interact with light and sound (and waves in general) in 
unconventional ways, resulting in exotiF EHKDYLRU WKDW¶V QRW IRXQG LQ QDWXUH 1RZ UHVHDUFKHUV
GHVFULELQJ D QHZ FRQFHSW FDOOHG ³GLJLWDO PHWDPDWHULDOV´ SURPLVH D VLPSOLILHG ZD\ RI SURGXFLQJ
metamaterials ± ZKLFKDUHDOUHDG\EHLQJXVHGWRGHYHORSLQYLVLELOLW\FORDNVDQGK\SHUOHQVHVWKDWDUHQ¶W
suEMHFWWRWKHOLPLWDWLRQVRIFRQYHQWLRQDOPDWHULDOV¶-DQHW)DQJµ'LJLWDO0HWDPDWHULDOV*HW8V&ORVHU
WR ,QYLVLELOLW\ &ORDNV¶ KWWSZZZLIOVFLHQFHFRPWHFKQRORJ\GLJLWDO-metamaterials-get-us-closer-
invisibility-cloaks> [accessed 20 September 2014] (para. 1 of 7).) For more on metamaterials and 
invisibility, see Philip Ball, Invisible: The Dangerous Allure of the Unseen (London: Bodley Head, 
2014), pp.255±268, 272±274. 
54
 -LP7KRPDVTWGLQ/LFKWHQIHOGµ7H[W&RPPHQWDU\¶Predator includes a shot of the invisible being 
PRYLQJ WKURXJKZDWHUDFFRPSDQLHGE\DPXVLFFXHTXRWLQJ IURP-RKQ:LOOLDPV¶V IDPLOLDU WZR-note 
expression from Jaws (Steven Spielberg, 1975). 
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The films to which Thomas refers depict hostile, inhuman bodies, whose agents of 
invisibility are dark oceans and industrial-biomorphic gloom, sites in which the 
DQWDJRQLVWV¶ SUHVHQFH LV NHHQO\ IHOW E\ SURWDJRQLVt and audience alike even when 
absent entirely. In cinema, the suspense narrative is often concerned with fostering a 
disjunction between that which is known and that which is shown, and of finding 
ways to perform visual acts of not telling. Such discordance between systems of 
knowledge and visuality effects an anxious imbalance that gives momentum to 
narratives of apprehensive crisis in which withheld information is promised to return 
for shocking impartation at a later time, where the reconciliation of this imbalance 
may effect a kind of closure. The cinematic trajectory of revelation is engendered by 
the revolving reel, and exacerbated by a linearity confirmed in the editing process, 
which filters multiple disordered fragments towards an orderly cinematic form. 
It is in this way that Predator works through a range of suspense tropes. The 
brief opening shot, in which a spacecraft momentarily fills the screen before ejecting a 
SRG LQWR (DUWK¶V GDUN DWPRVSKHUH, privileges WKH ILOP¶V DXGLHQFH ZLWK LQIRUPDWLRQ
ZLWKKHOG IURP WKH ILOP¶VSURWDJRQLVWV satisfying $OIUHG +LWFKFRFN¶V FRQWHQWLRQ WKDW
µLQ WKH PRUH UHJXODU IRUP RI VXVSHQVH LW LV YLWDO WKDW WKH SXEOLF NQRZ WKH HOHPHQWV
LQYROYHG¶55 Fundamental to the construction of Predator¶V VXVSHQVH narrative is an 
ever-expanding regime of successive visual revelations, each of which contributes to a 
IXUWKHUPDWHULDOLVDWLRQRIRVWHQVLEO\LQYLVLEOHSUHVHQFHVWRNLQJWKHVSHFWDWRU¶VGHVLUH
for absolute optical exposure. In spite of such seduction, however, there is a repeated 
elision of full visual disclosure, the refractive imagery undermining the anticipated 
revelation by complicating the visual absence, rather than concluding it. As the film 
unfolds, the full nature and motivations of this invisible extraterrestrial being, and the 
nature of its invisibility, ultimately pass unexplained. 
'XULQJWKHILOP¶VSULQFLSDOSKDVHRIVKRRWLQJWKHFRPSOH[YLVXDOFKDUDFWHURI
this invisible presence had yet to be ILQDOLVHGDQG WKHDFWRUVZHUH µZRUNLQJDJDLQVW
QRWKLQJ¶56 With no footDJHRIWKHLQYLVLEOHERG\¶VLQWHUIHUHQFHZLWKLWVVXUURXQGLQJV 
                                                 
55$OIUHG+LWFKFRFNTWGLQµ$OIUHG+LWFKFRFNDQG)UDQoRLV7UXIIDXW$XJ¶KWWSVWKHKLWFKFRFN. 
zone/wiki/Alfred_Hitchcock_and_Fran%C3%A7ois_Truffaut_(Aug/1962)> [accessed 15 September 
@ 7KLV SKUDVH KDV DOVR EHHQ UHSURGXFHG WR VD\ WKDW LQ µWKH XVXDO IRUP RI VXVSHQVH LW LV
indispensable that the public be made perfectly aware of all of the factV LQYROYHG¶+LWFKFRFNTWG LQ
Truffaut and Scott, Hitchcock, p.72. 
56
 Though one costume for the visible creature had been produced it was deemed unsuitable, and 
0F7LHUQDQH[SODLQVWKDWµWKHVHSRRUJX\VZHUHZRUNLQJDJDLQVWQRWKLQJWKHUHZDVMXVWQRWKLQJ there, 
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editor Mark Helfrich coped with this absence, when compiling early cuts, by 
FKDUDFWHULVLQJLWDVPHUHO\µDQLQWHUQDO-SDFLQJLVVXH¶UHPDUNLQJWKDW: 
 
I think editors have to go with their gut. There are so many films nowadays 
ZKHUH\RX¶UHFXWWLQJDJDLQVWQRWKLQJDJDLQVWDEOXHVFUHHQDJDLQVWDFUHDWXUH
WKDWZLOOEHDGGHG ODWHU<RXMXVWKDYH WR LPDJLQHZKDW¶VJRLQJ WREH:KHQ
Poncho is shot in the head, I just kept cutting to a tree branch, but that pacing 
LVWKHVDPHWKDW¶VLQWKHPRYLHQRZ57 
 
The shape of the film was thus constructed minus the composite shots that would 
show visual traces of invisible form, with images of bare jungle sites awaiting the 
insertion of a queer optic element. Although these jungle locations clearly reproduce a 
FRORQLDOVHQVHRIP\VWHU\FHQWUDOWRWKHILOP¶VVFKHPHRILQYLVLELOLW\ZDVWKHQRWLRQ
that the visual chaos of these backgrounds could perform the invisible body, with the 
repetitive camouflage effect mimicked throughout in the compound leaves of 
arecaceae palm fronds (fig. 3.32). As such, the environment performs for and with the 
invisible body, nature and technology synthesising disruptively as a challenge to the 
visual sense. 
Behind-the-scenes uncertainty as to how this invisible body would be 
YLVXDOLVHG LV ZHGGHG WR WKH GLHJHWLF XQFHUWDLQW\ RI WKH FORDNHG ILJXUH¶V QDWXUH
Predator¶V QHJRWLDWLRQ RI LQYLVLEOH HPERGLPHQW WUDGHV LQ V\QWDFWLFDO GLVILJXUHPHQW
articulating a language of invisibility for which the spoken word becomes ambiguous 
and ineffective. Encounters with the invisible body bring death to most witnesses, 
while the survivors are unable to verbally testify to what they have seen. This latter 
group includes Anna, whose encounter with the invisible body leaves her dumbstruck 
                                                                                                                                            
WKHUHZDVQRSUHGDWRU >«@%\DERXWQRZ WKH\KDGVHHQ WKHSUHGDWRUFRPHRXWRI WKHER[DQG WKH\
NQHZLWZDVULGLFXORXVORRNLQJVR«DQGZHZHUHMXVWVD\LQJ³ZHOOZH¶UHJRQQDIL[LW´VR>«@WKH\
ZHUHFRPSOHWHO\ZRUNLQJRQ«DLU2KZHGHVFULEHGDOOVRUWVRIVWXII>«@EXWLWZDVDOOWDONEHFDXVHZH
ZHUHQ¶W UHDOO\ VXUH ZKDW ZH ZHUH JRQQD GR¶ 0F7LHUQDQ µ$XGLR &RPPHQWDU\¶ 7KLV XQFHUWDLQW\
surrounding the visualisation of both the visible and invisible being is evident in supplemental 
materials proGXFHG WRDFFRPSDQ\ WKH ILOP3DXO0RQHWWH¶VQRYHOLVDWLRQEDVHGRQHDUO\GUDIWVRI WKH
screenplay and published one month before the film was released, describes the camouflage capability 
as a molecular transformation through which the alien body assumes the physical properties of flora 
and fauna (Paul Monette, Predator (London: W.H. Allen, 1987)). The problem of how to realise the 
ILOP¶VFHQWUDOSUHVHQFHZDVRQO\IXOO\UHVROYHGGXULQJDVL[-month break in filming, during which time 
Stan Winston Studio was contracted to redesign the visible creature, while R/Greenberg were 
developing the complementary invisibility effects. Both of these companies were nominated for the 
 $FDGHP\ $ZDUG IRU µ%HVW (IIHFWV 9LVXDO (IIHFWV¶ IRU WKHLU ZRUN RQ Predator (Joel Hynek, 
Robert M. Greenberg, Richard Greenberg, Stan Winston). 
57
 +HOIULFKTWGLQ/LFKWHQIHOGµ7H[W&RPPHQWDU\¶ 
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and insensible.58 When able to speak, the bilingual Anna uses a mixture of Spanish 
and English to articulate that she does not know or is not sure what she saw, while 
RWKHUFKDUDFWHUVUHSHDWHGO\DVVHUWWKDWWKH\µGRQ¶WNQRZ¶RUµFDQ¶WVD\¶ZKDWWKH\DUH
dealing with, refusing to name the invisible form: the unseeable object of 
interrogation performing as the unnameable, the unspeakable.59 Enigmatic remarks 
from Anna initiate a semantic argument that soon descends into a cacophony of 
incoherent babble: 
 
Anna: 1RVH«\RQRVH«1RVHTXHIXH>«@No se, no estoy seguro, 
no se! >«@ /D VHOYD OD VHOYD VH OR OOHYy [, GRQ
W NQRZ« ,
don¶t know who it was! >«@,GRQ¶WNQRZ ,¶PQRWVXUH>«@
7KHMXQJOH«WKHMXQJOHWRRNKLP.] 




This taxonomical breakdown after the act of witnessing the invisible deems no 
language adequate to cope with the indescribable invisible body 7KH µEXOOVKLW¶
language of the invisible is coded and untranslatable: language as waste matter, just as 
the bodies with which the invisible being comes into contact are reduced to visceral 
heaps of nonsense matter ± as with that of Hawkins, whose body is dragged off screen 
only to reappear as a steaming pile of internal organs that prompts a colleague to avert 
his eyes and heave as he struggles to identify his friend. The language of invisibility is 
incommunicable, or at best an expression of incommunicability, and so it is notable 
WKDW WKH QDPH RI WKH ILOP¶V OHDG SURWDJRQLVW 'XWFK UHPLQGV RI WKH WHUP µGRXEOH
'XWFK¶ GHVFULELQJ µD ODQJXDJH WKDW RQH GRHV QRW XQGHUVWDQG JLEEHULVK¶60 As 
characters try repeatedly to describe the disruptive nature of what they see, Predator 
forms an exercise in modes of frustrated analysis ± visual, material and linguistic ± 
allowing each to further destabilise the other. 
                                                 
58
 The alien hunter of Predator 2 also leaves as witness a petrified woman who is unable to properly 
communicate what she has seen, in Spanish, to KHU LQWHUSUHWHUZKRVLPLODUO\FRQFOXGHV WKDW µ,GRQ¶W
NQRZVKH¶VQRWPDNLQJDQ\VHQVH¶ 
59
 In a recent sequel, Predators (Nimrod Antal, 2010), one character, when referring directly to the 
events depicted in the 1987 film, remarks of the alien species thaWµZHGRQ¶WKDYHDQDPHIRUWKHP¶ 
60
 Oxford English Dictionary. 
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Themes of incomprehensibility and the indecipherable come to a head at the 
ILOP¶V FRQFOXsion, as the now visible and wounded alien body, an uncategorisable 
form that I shall discuss more in Part Three, primes a thermonuclear charge for 
detonation. This act entails the operation of an arm-mounted console, on which 
appears indecipherable script that diminishes in the manner of a countdown, while the 
alien¶VFRGHGH[SODQDWLRQRI its motivation uses a mere jumble of language repeated 
from elsewhere in the film, complicating the traditional confession of the defeated 
villain (fig. 3.33). That these ciphered expressions signify impending apocalypse is 
tacitly understood by DutFK DQG E\ WKH ILOP¶V DXGLHQFH.61 This LQYLVLEOH ERG\¶V
corporeal appearance is here shadowed by its death and entry into absolute 
invisibility, full visual disclosure compromised as it is atomised in the blast. Here, the 
expressions of incomprehensibility and inarticulacy that pervade the film are finally 
translated in terms of nuclear blast, an unmentionable sight to which a distant 
helicopter pilot ± played by Hall, who also portrays the alien, though is here out of 
make-up ± H[FODLPV µZKDW WKH I±"¶ D self-censored verbal obscenity that stands as 
adequate response to the intense light of this climactic thermonuclear sight. The 
imagery of nuclear electromagnetic pulse is created using the same optical matting 
process as that used to visualise the invisible body, and at its culmination the image is 
bleached out, evoking a temperature overload in the film projector and the burning out 
of the celluloid cell (fig. 3.34). In this painful reception of imagery, the invisibility of 
nuclear trauma finally manifests as an assault on the optical. The film closes with a 
perplexed Dutch emerging from dense mist, covered in ash, having outrun the nuclear 
blast (fig. 3.35).62 Though subject to the blinding light, it is notable that Dutch is not 
blinded: his eyes remain open and unblinking. Rather, in the face of this aggressive 
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 0F7LHUQDQUHIOHFWVRQKDYLQJµQRGLIILFXOW\HYHUKDYLQJWKHDXGLHQFHXQGHUVWDQGWKDWKHKDGVHWRIID
QXFOHDUERPE,WZDVMXVWQRSUREOHP,PHDQLW¶VDIDLUO\FRPSOH[LGHDZKHQ\RXWKLQNabout it, and 
WKH\JRWLWLQVWDQWO\¶0F7LHUQDQµ$XGLR&RPPHQWDU\¶ 
62
 Thick smoke is used in a number of shots that tilt upwards into the jungle canopy to indicate the 
LQYLVLEOH ERG\¶V SUHVHQFH FRGLQJ LW DV DQ REMHFW RI LQFRPSUHKHQVLRQ ILJ  6LPilarly, smoke 
VZLUOVDURXQGWKHEDIIOHG'XWFK¶VKHDGZKHQKHLVPRVWP\VWLILHGFOHDULQJRQO\ZKHQKHKDVDQLGHD
µKH¶V XVLQJ WKH WUHHV¶ WKH DEDWHPHQW RI WKH VPRNH VLJQDOOLQJ WKH XQIROGLQJ RI XQGHUVWDQGLQJ D
movement towards comprehension of the inapprehensible. 
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Invisibility as encryption 
That the weaponised invisible extraterrestrial body of Predator functions as an 
expression of Cold War anxieties is signalled as the protagonists discover their stated 
UHVFXHPLVVLRQWREHµEXOOVKLW¶WKHLUDFWXDOSXUSRVHEHLQJWRTXHOOD6RYLHW-supported 
invasion µRYHU WKH ERUGHU¶ /LNHZLVH the ILOP¶V opening shot of a spacecraft in the 
(DUWK¶V DWPRVSKHUH OLQJHUV DV DQ H[SUHVVLRQ RI 5HDJDQ¶V  µ6WUDWHJLF 'HIHQVH
,QLWLDWLYH¶DVDWHOOLWH-EDVHGQXFOHDUGHWHUUHQWPRUHFRPPRQO\NQRZDVWKHµ6WDU:DUV¶
programme.63 As in Star Trek, Predator¶V mechanism of invisibility is a technological 
product of a disturbingly advanced alien culture, and the electromagnetic power 
source that facilitates the invisible similarly doubles as effective nuclear weapon. But 
these invisible agents of war also reflect contemporary developments in so-called 
µVWHDOWKZHDSRQV¶:ULWLQJLQ in War and Cinema, Virilio describes thHµORJLVWLFV
RISHUFHSWLRQ¶DVD µZDURISLFWXUHVDQGVRXQGV>WKDW@LVUHSODFLQJWKHZDURIREMHFWV¶
arguing that µWKH GULYH LV RQ IRU D JHQHUDO V\VWHP RI LOOXPLQDWLRQ WKDW ZLOO DOORZ
HYHU\WKLQJWREHVHHQDQGNQRZQDWHYHU\PRPHQWDQGLQHYHU\SODFH¶64 He contends 
that FLQHPD¶V DELOLW\ WR µFUHDWH VXUSULVH¶ EULQJV LW LQWR µWKH FDWHJRU\ RI ZHDSRQV¶65 
which, for him, 
 
are tools not just of destruction but also of perception ± that is to say, 
stimulants that make themselves felt through chemical, neurological processes 
in the sense organs and the central nervous system, affecting human reactions 
and even the perceptual identification and differentiation of objects.66 
                                                 
63
 Although set and filmed in Latin America rather than Southeast Asia, the jungle conditions and 
JXHUULOODZDUIDUHSUHVHQFHRI UHEHO IRUFHVZLWK6RYLHW µDGYLVRUV¶DQGDQ[LRXV WKHUPRQXFOHDUHQGLQJ
all suggest a response to the recent US combat experience in Vietnam, part of a tendency towards re-
enactment and recuperation evident in a spate of popular mainstream US films at this period, such as: 
Missing in Action (Joseph Zito, 1984); Missing in Action 2: The Beginning (Lance Hool, 1985); 
Rambo: First Blood Part II (George P. Cosmatos, 1985); Platoon (Oliver Stone, 1986); The Hanoi 
Hilton (Lionel Chetwynd, 1987); Full Metal Jacket (Stanley Kubrick, 1987); Hamburger Hill (John 
Irvin, 1987); Good Morning, Vietnam (Barry Levinson, 1987); Born on the Fourth of July (Oliver 
Stone, 1989); Casualties of War (Brian De Palma, 1989); Braddock: Missing in Action III (Aaron 
Norris, 1988). Remarking on Predator¶V VHWWLQJ -LP 7KRPDV UHIOHFWV WKDW µ>D@W WKDW SDUWLFXODU WLPH
there was so much stuff going on in Central America. If this had been before that, it would have been 
9LHWQDP>«@,NQRZ>DFWRU@-HVVH9HQWXUDZDVD1DY\6($/DQGGLGDFRXSOHRIWRXUVLQ9LHWQDP
[Actor] Richard Chaves had been there. He was with the 101st Airborne, so a lot of memories came 
IORRGLQJ EDFN 7KDW GHILQLWHO\ LQIOXHQFHG WKH FDVW¶ -LP 7KRPDV TWG LQ /LFKWHQIHOG µ7H[W
&RPPHQWDU\¶&DVWLQJGLUHFWRU-DFNLH%XUFKDOVRFRQILUPVWKHLPSRUWDQFHRIFDVWLQJLQGLYLGXDOVZKR
KDGH[SHULHQFHRIVHUYLQJLQ9LHWQDPµ,¶PEURXJKWLQDIWHU WKH\NQRZWKH\¶UHPDNLQJWKHPRYLH$OO
we had was Arnold. When I read the script, the first thing I evaluated was that I needed actors who had 
been Vietnam vets so they could survive in the jungle. At the time, there was a play out about Vietnam 
± WKDW¶VZKHUH,IRXQG5LFKDUG&KDYHV¶-DFNLH%XUFKTWGLQ/LFKWHQIHOGµ7H[W&RPPHQWDU\¶ 
64
 Virilio, War and Cinema, p.4. 
65
 Virilio, War and Cinema, pp.7±8. 
66
 Virilio, War and Cinema, p.6. 
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)RU9LULOLRµthe history of battle is primarily the history of radically changing fields 
of perception¶67 In such a context, Virilio observes stealth weapons, objects that 
disrupt electronic sensory signals, to distort the frameworks of military power 
FRQVWUXFWHG GXULQJ WKH QXFOHDU DUPV UDFH 2EVHUYLQJ WKDW µ>V@WHDOWK HTXLSPHQW FDQ
RQO\ IXQFWLRQ LI LWV H[LVWHQFH LV FORXGHG ZLWK XQFHUWDLQW\¶ 9LULOLR FRQFHLYHV RI DQ
µDHVWKHWLFV RI GLVDSSHDUDQFH¶ WKDW KH DUJXHV µLQWURGXFHV D GLVWXUELQJ HOHPHQW RI
enigma into relations between the blocs, gradually calling into question the very 
QDWXUH RI QXFOHDU GHWHUUHQFH¶68 What might be the ramifications, then, of the 
µDHVWKHWLFVRIGLVDSSHDUDQFH¶IRUWKHRQVFUHHQLQYLVLEOHbody? Functioning as a form 
of stealth weaponry in its radical disruption of fields of perception, the alien invisible 
body could be seen as a statement on the complication of Cold War nuclear hostilities 
following the introduction of such weaponry. Predator¶VXVHRIFLQHPDWLFµVXUSULVH¶
constructed through disruptive visual reveals, might also generate a technologised 
DHVWKHWLFV WKDW VHQVRULDOO\ DIIHFWV µKXPDQ UHDFWLRQV DQG HYHQ WKH SHUFHSWXDO
LGHQWLILFDWLRQ DQG GLIIHUHQWLDWLRQ RI REMHFWV¶ ERWK ZLWKLQ DQG even without the 
diegesis.  
In such a context, the architectures of the weaponised alien invisible can also 
be understood in psychoanalytic terms, as encrypted visions evoking Jacques 
DerrLGD¶V FRQFHSWLRQ RI µWKH FU\SW¶ )RU 'HUULGD WKH FU\SW LV a cultural construct 
engineered to protect encoded contents from psychic comprehension: 
 
What is a crypt? No crypt presents itself. The grounds [lieux] are so disposed 
as to disguise and to hide: something, always a body in some way. But also to 
disguise the act of hiding and to hide the disguise: the crypt hides as it holds. 
>«@ Within this forum, a place where the free circulation and exchange of 
objects and speeches can occur, the crypt constructs another, more inward 
IRUXPOLNHDFORVHGURVWUXPRUVSHDNHU¶VER[, a safe: sealed, and thus internal 
to itself, a secret interior within the public square, but, by the same token, 
outside it, external to the interior.69 
 
More than simply a partition within the crypt, the LQQHU IRUXP LV µD SODFH
comprehended within another bXWULJRURXVO\VHSDUDWHIURPLW¶$Vhe explains: 
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 Virilio, War and Cinema, p.7. Emphasis in original. 
68
 Virilio, War and Cinema, p.4. 
69
 -DFTXHV'HUULGDµ)RUV7KH$QJOLVK:RUGVRI1LFRODV$EUDKDPDQG0DULD7RURN¶WUDQVE\%DUEDUD
Johnson, in Nicolas Abraham and Maria Torok, 7KH :ROI 0DQ¶V 0DJLF :RUG $ &U\SWRQ\P\ 
(Minneapolis: University of Minnesota Press, 2005), pp.xi±xlviii (p.xiv). 
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:KDWHYHU RQH PLJKW ZULWH XSRQ WKHP WKH FU\SW¶V SDULHWDO VXUIDFHV GR QRW
simply separate an inner forum from an outer forum. The inner forum is (a) 
safe, an outcast outside inside the inside. That is the condition, and the 
VWUDWDJHPRIWKHFU\SWLFHQFODYH¶VDELOLW\WRLVRODWHWRSURWHFWWRVKHOWHUIURP
any penetration, from anything that can filter in from outside along with air, 
light, or sounds, along with the eye or the ear, the gesture or the spoken 
word.70 
 
Thus, in order for the crypt to be an effective means of repressing information, its 
inner forum is indecipherable to those who might enter the outer forum, and so keeps 
its secrets safe. 
In delineating the visual and physical topography of this incomprehensible 
arena, Derrida describes a stifling zone that encrypts and encodes, allowing for the 
return of the repressed only through the production of ciphers: a cryptographic system 
that enables the contents of the crypt ± which, Derrida describes, µLVbuilt E\YLROHQFH¶
± to exist.71 In what ways might the alien invisible be understood as a cryptographic 
VFKHPH DQG VR DV SDUW RI D FXOWXUDOO\ FRQVWUXFWHG FU\SWRQRP\ µbuilt E\ YLROHQFH¶"
Culturally embedded within the cryptic schemes of invisible nuclear threat, the 
incomprehensible and nominally impossible technological regimes of the alien 
invisible within both Predator and Star Trek might be understood as totems of these 
far-reaching cultural repressions. In Star Trek, the seemingly empty Enterprise 
viewing screen, as it focuses upon the invisible, can be interpreted as both cinema 
screen and as censor bar, that media device used to repress and prohibit both image 
and language: a sanitised site at which, in spite of its promises to the contrary, full 
exposure and disclosure is prohibited. 
,QWKLVZD\WKHFRQFHSWRIWKHµQRQHYHQW¶LVDOVRLQWULQVLFWRWKHXQGHUVWDQGLQJ
of nuclear stalemate in the period, and so also for the alien invisible. For Mark Taylor, 
writing in 1990, after decades of nuclear stalemate, the µexplosion of the nuclear 
bomb harbors an event that is a nonevent ± total nuclear war that ends in nuclear 
KRORFDXVW7KLVKRORFDXVW LV WKHGLVDVWHU WKDWQHYHUKDVEHHQRUZLOOEHSUHVHQW >«@
WKH GLVDVWHU LV WKH µUHDOLW\¶ LQ ZKRVH VKDGRZ ZH DUH IRUHYHU FRQGHPQHG WR OLYH¶72 







$UFKLWHFWXUHRU«¶Assemblage, 11 (April 1990), 6±21 (p.12). 
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Derrida also articulates a context wherein the nuclear age constructs a memorial to its 
own apocalypse: 
 
µ5HDOLW\¶ OHW¶V VD\ WKH HQFRPSDVVLQJ LQVWLWXWLRQ RI WKH QXFOHDU DJH LV
constructed by the fable, on the basis of an eYHQWWKDWKDVQHYHUKDSSHQHG>«@
or which, rather, remains to be invented. An invention because it depends 
upon new technical mechanisms, to be sure, but an invention also because it 
does not exist.73 
 
'HUULGD¶VLQYRFDWLRQRIWKHDSRFDO\SVHVXJJHVWVDGHVLUe to speak the unspeakable, to 
express the repressed in order to prevent its traumatic return in reality, and by doing 
so engenders catharsis through the cultural µLQYHQWLRQ¶RIWKDWZKLFKZHPRVWGHVLUHWR
circumvent. Describing the temporal conflation such threat creates, Maurice Blanchot 
states in The Writing of the Disaster: 
 
We are on the edge of disaster without being able to situate it in the future: it 
is rather always already past, and yet we are on the edge or under the threat, all 
formations that would imply the future ± that which is yet to come ± if the 




It is striking that HitchFRFNDQG7UXIIDXW¶VGLVFXVVLRQLQZKLFKWKH\DWWHPSWWR
define cinematic suspense becomes preoccupied with the example of a bomb that is 
waiting to explode. Hitchcock imagines a bomb µunderneath the table and the public 
knows LW>«@7KHSXEOLFLVaware WKDW WKHERPELVJRLQJWRH[SORGHDWRQHR¶FORFk 
and there is a clock in the decor. The public can see that it is a TXDUWHUWRRQH>«@7KH
FRQFOXVLRQ LV WKDWZKHQHYHUSRVVLEOH WKHSXEOLF PXVWEH LQIRUPHG¶75 It can thus be 
imagined that the anticipation of nuclear annihilation marks the nuclear age as an age 
of suspense, and as an age of invisibility. 
That both Star Trek and Predator incorporate nuclear themes into their 
schemes of invisibility demonstrates a troubled and repressive technological climate. 
But these invisible alien bodies also, I would argue, express an anxious relationship 
with a technologised sensorium in flux. Despite the reliance of both series on visual 
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 -DFTXHV'HUULGDµ1R$SRFDO\SVH1RW1RZ)XOO6SHHG$KHDG6HYHQ0LVVLOHV6HYHQ0LVVLYHV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trans. by Catherine Porter and Philip Lewis, Diacritics, 2.14 (Summer 1984), 20±31 (pp.23±24). 
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 Maurice Blanchot, The Writing of the Disaster, trans. by Ann Smock (Lincoln, NB: University of 
Nebraska Press, 1995), p.1. 
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 Hitchcock, qtd in Truffaut and Scott, Hitchcock, p.72. 
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effects processes, and their producers¶ appetites for innovations in that field, a fraught 
relationship with such cinematic technologies is explicit, particularly in Predator¶V
depiction of the abdication of the hi-tech in favour of the primitive. As with so many 
invisible men, the invisible being of that film methodically casts off its magnificent 
auxiliary organs, although this emasculatory ritual is also a performance of wilful 
technological amnesia that shortly returns as the repressed spectre of nuclear climax. 
The encrypted invisibilities of both Predator and Star Trek are testaments to the 
H[WHQGHGVLOHQFHVRI&ROG:DUDQ[LHWLHVDQGUHVRQDWHZLWK'HUULGD¶VFRQFHSWLRQRID
FU\SW LQ ZKLFK µZKDW ZDV NHSW VDIH ZDV WKH PRQXPHQW RI D FDWDVWURSKH DQG WKH
SHUPDQHQWSRVVLELOLW\RILWVUHWXUQ¶76 In Part Three, I will extend these themes with a 
final discussion of the sensory technologies depicted in these series. 
 
 




As indicated at the beginning of Part Two, the refractive image of the invisible body 
in Predator is complemented by a second idiosyncratic visual scheme. Deployed to 
communicate the presence of the sensible, sensuous mechanism of the invisible body 
are intermittent and interruptive POV shots, short in duration but dominating the 
cinematic cell, that reveal the surveilling presence of the invisible sensorium. The first 
of these, coming around eighteen minutes into the film, is recognisable as a subjective 
viewpoint, through which two figures are tracked across a patch of terrain (fig. 3.38). 
The employment of POV in order to imply the presence of an unfriendly voyeur 
engaged in secret surveillance is a common cinematic convention, very evident in the 
horror genre, in which the POV shot often represents a murderous, uncanny or 
otherwise transgressive subjectivity. Such schemes may solicit the sadomasochistic 
identification of the cinematic spectator, but also unsettle by coding as unruly the 
repressed presence of the cinematic machinery, the industrial process through which 
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cinematic images are forged.77 In Predator, the lack of clarity and verisimilitude of 
these high-colour, high-contrast, low-resolution POV images evokes the mechanical 
failure of the cinematic apparatus. Likewise, while the awkward, vertiginous vantage 
points of the scheme might elsewhere in cinema indicate the disembodied subjectivity 
of an airy, spectral or otherwise insubstantial viewing presence, this secondary regime 
of perception is far from conventional, and erupts jarringly into the flow of the film as 
a complex expression of technological embodiment, confirming the disturbing 
operations of an unfamiliar sensorium. In the representation of the QDUUDWLYH¶V
technologically enhanced corporeal viewing agent, this scheme of thermographic 
design evidences the invisible object as viewing subject, a participant in 
unconventional modes of viewing that complicate relationships between 
apprehension, mediation and invisibility, drawing the eye away from exclusive 
matters of vision. 
The production of this thermographic footage ± which was shot under the 
supervision of Dr Robert Madding, a practising infrared thermographer since 1972 ± 
relies on part of the infrared range of the electromagnetic spectrum, longer in 
wavelength than visible light and invisible to the human optic faculty. Following early 
astronomical application, thermographic imaging was greatly advanced during the 
Second World War.78 Electronic sensors allowed its utility in the tactical 
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 Extreme applications of the subjective POV scheme have come in films such as Dark Passage 
(Delmer Daves, 1947), most of the first third oIZKLFKUHSUHVHQWVWKHSURWDJRQLVW¶VYLHZSRLQWDVFKHPH
that ends only once the character undergoes a face transplant), Peeping Tom (Michael Powell, 1960), in 
which the subjective POV shot equally represents both killer and camera, and The Lady in the Lake 
(Robert Montgomery, 1947), almost the entirety of which is presented as a series of POV shots, a 
WUDQVODWLRQRILWVVRXUFHQRYHO¶VILUVW-person narrative that allows the viewer to perform the gaze of the 
professional detective, detecting clues to impel the story as the lens lingers over criminal sites. In that 
ILOPWKH329VFKHPHHPERGLHVWKHJD]HRIOHDGDFWRU5REHUW0RQWJRPHU\ZKRZDVDOVRWKHILOP¶V
director: a perspective in which jostles the subjectivity of filmmaker, performer and character, all of 
which collide in the same body, the fragmented limbs of which are repeatedly inserted into the frame. 
See also, for example, Halloween (John Carpenter, 1978), which introduces its murderous antagonist 
by opening with a four-minute POV shot. Steve Neale writes a compelling account of the use of 
subjective camerawork in Halloween, a film which is constructed in a similar manner to Predator, also 
featuring an antagonist who methodically murders the majority of the characters, whose presence and 
potency is conveyed largely through the POV mechanism, and who is otherwise difficult to see. See 
6WHYH 1HDOH µ+DOORZHHQ 6XVSHQVH $JJUHVVLRQ DQG WKH /RRN¶ LQ Planks of Reason: Essays on the 
Horror Film, ed. by Barry Keith Grant (Metuchen, NJ and London: Scarecrow Press, 1984), pp.331±
345. Other useful writings on the use and implication of subjective POV in cinema include: Kaja 
6LOYHUPDQ µ0DVRFKLVPDQG6XEMHFWLYLW\¶ Framework, 5.12 (1980), 2±8; Edward Branigan, Point of 
View in the Cinema: A Theory of Narration and Subjectivity in Classical Film (New York: Mouton, 
1984); David Bordwell, Narration in the Fiction Film (London: Methuen, 1985), pp.9±12. 
78
 The fundamentals of thermographic imaging had been initially explored in the nineteenth century, 
with the astronomer and photographer John Herschel (son of infrared wave discoverer William 
+HUVFKHOSURGXFLQJDµWKHUPRJUDP¶LQWKHILUVWNQRZQKDUQHVVLQJRILQIUDUHGYDOXHVDWKHUPDO
mode of inscription. 
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apprehension of covert troop movements and camouflaged weapons platforms, 
reading the distinct heat signatures of warm objects amidst cooler environments. The 
integration of such a system into the sensorium of Predator¶VH[WUDWHUUHVWULDOZDUULRU 
capitalises on such astronomical and military associations, but also reflects more 
contemporary uses. From the 1970s, thermographic technologies evolved as medical 
diagnostic tools, eschewing the sprawling topographical analyses of prior usage to 
facilitate a more intimate scheme of viewing in which vast vistas of interrogation ± 
theatres of both combat and the cosmos ± are replaced by a solitary object of analysis: 
the vulnerable body in need of thermal diagnosis.79 In Predator, this thermographic 
diagnostic scheme highlights the sensitivity of the bodies it surveys, coding them as 
candidates for invasive surgical intervention, while the invisible observer is further 
entangled with the violence of both corporeal and cinematic cut.80 Throughout, the 
LQFLVHGWKHUPRJUDSKLFIUDJPHQWVFRQWUDVWZLWKWKHILOP¶VSUHGRPLQDQWmise en scène, 
through which long, fluid shots give an uninterrupted sense of the temporal and 
VSDWLDOORJLVWLFVRIWKHILOP¶VWRSRJUDSK\SHUVRQQHODQGaction.81 The majority of the 
forty-two thermographic inserts last less than three seconds each, with just two 
composed of more than one shot, and those are spliced together with disorienting 
jump cuts that complicate the sense of subjective, real-time surveillance, so rendering 
the point-of-view even more alien: transitions that further jar through the insertion of 
abstract frames (fig. 3.41). Editor +HOIULFKUHIHUVWRWKHµ]RRPRIWKDWOHQVFKDQJLQJDV
KH JHWV FORVHU DQG FORVHU¶ LQ the construction of which µI used a piece of that heat 
vision that looked like the reflection of an eye and I put two frames in, then I think a 
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 7KHUPRJUDSKLFLPDJHVDUHFRORXULVHGZLWKDµSVHXGRFRORXU¶ scheme, whereby each thermal range is 
represented by a different colour tone, designed to be intuitively interpreted by the viewer, with the 
thermal spectrum represented at the top by the colours white and red, and at the bottom by the colours 
blue and black, and so forth. 
80
 It is notable that sequels to the film feature extraterrestrial POV shots that offer a further range of 
PHGLFDO GLDJQRVWLF YLVXDOLVDWLRQV 7KH µSUHGDWRUV¶ RI ERWK Predator 2 (Stephen Hopkins, 1990) and 
AVP: Alien vs. Predator (Paul W.S. Anderson, 2004) relent in their murderous pursuit after diagnosing 
pregnancy and terminal illness respectively, their analyses ± resembling schemes of ultrasound and 
CAT scan ± rendering the viewed figure as an unsuitable target for termination, and perhaps as an 
unsuitable trophy object. This technologically augmented apprehension allows the creature to perform 
as both midwife and oncologist, and further draws upon body-image anxieties (figs 3.39 and 3.40). 
81
 Speaking of his interest in using lengthy shots in which focal shifts and camera movement connect 
DFWLYH DQG SDVVLYH HOHPHQWV RI D VHTXHQFH 0F7LHUQDQ QRWHV WKDW µLW¶V PRUH WKDQ RQH VKRW KRRNHG
WRJHWKHURUWKHFDPHUDPRYHVVRPHZKHUHRULW¶VRQHLPDJHOHDGLQJWRDQRWKHULPDJH >ZKHUHDV@WKH
kind of WUDGLWLRQDOVWXQWVW\OHRIVKRRWLQJ LVMXVWVWDWLFFDPHUDV¶7KHILOP¶VVHFRQGXQLWSKRWRJUDSK\
which did not adhere to this pattern of long, flowing shots when shooting some stunts for the attack on 
WKH UHEHO FDPS 0F7LHUQDQ GLVPLVVHV DV µVWDWLF VKRW DIWHU VWDWLF VKRW¶ 0F7LHUQDQ µ$XGLR
&RPPHQWDU\¶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EODFN IUDPH¶82 The invisible body thus performs as a cinematicised entity, its 
thermographic POV scheme exacerbating the schizophrenic and heterogenous 
multiplicity of viewing modes so often homogenised in the editing room, presenting a 
technologised viewpoint that is augmented by the facilities of the editing suite. 
Neither penetrative nor destructive, the passive mode of thermographic 
evaluation privileges both thermal differentials and surface integrity, apt values for 
this proficient violator who performs flaying, evisceration, dismemberment, 
decapitation, and other brutal defilements of warm-blooded bodies. The thermal 
sensory modality is present in predatory animals such as the pit viper, whose infrared 
sensors collect thermal data for integration with ocular data.83 Visual effects 
coordinator +\QHN VXJJHVWV WKDW WKH WKHUPRJUDSKLF VFDQQHU¶V ORZ UHVROXWLRQ µPDGH
WKHKHDWYLVLRQORRNPRUHDEVWUDFW¶, DVLIµVHHLQJWKHWKLQNLQJSURFHVV>«@,W¶VOLNHD
IO\¶V YLVLRQ $ PLOOLRQ LPDJHV \RX FDQ¶W FRPSUHKHQG EXW \RX NQRZ WKDW VRPHKRZ 
WKHUH¶V D PLQG SURFHVVLQJ LQIRUPDWLRQ¶84 It is notable that the colourised 
thermographic imaging also evokes, on the one hand, contemporary visualisation of 
neurological activity, such as those produced by PET and MRI scans,85 but also, in a 
post-1960s context of psychedelia, such hallucinogenic colour schemes connect with 
radical breaks with conventional orders of consciousness, of visual culture, and of the 
socio-political. Representing invisible thermal cues rendered visual for the privileged 
eyes of the viewing cinematic audience, these visuals conflate an extra-visual sensory 
range with an alienated mental process, the technological complexion of the sensing 
invisible psyche increasingly complicated by signifiers of the psychic-organic.86 





facts about the way in which nonhuman animals sense the world. The apparently wide and varied 
nature of senses in the animal kingdom provides lots of new empirical data to consider. For example, 
scientists claim that some animals can perceive the world by means of magnetic fields (e.g., pigeons), 
electric fields (e.g., many fish), infrared (e.g., pit vipers and some beetles), and echolocation (e.g., bats 
DQGGROSKLQV¶)LRQD0DFSKHUVRQµ,QGLYLGXDWLQJWKH6HQVHV¶The Senses: Classic and Contemporary 
Philosophical Perspectives (Oxford: Oxford University Press, 2011), pp.3±43 (pp.3, 21).) It is also 
thought that some fish (such as piranha) and mosquitoes also possess similar sensory modalities that 




 Hynek, qtd LQ/LFKWHQIHOGµ7H[W&RPPHQWDU\¶ 
86
 Other cinematic appropriations of the thermographic from this period are similarly engaged with 
technological anxiety. Wolfen (Michael Wadleigh, 1981) shows the menacing vision of supernatural 
wolves to mimic the infrarHG GHVFULEHG LQ WKH ILOP DV µKHDW YLVLRQ¶ WKRXJK DFWXDOO\ FRQYHQWLRQDO
footage modified in post-production), and uses actual thermographic imaging as part of a police 
observation and interrogation environment. Blue Thunder (John Badham, 1983) adopts thermographic 
imaging as part of the stealth-surveillance platform that is an experimental military helicopter (the 
µ%OXH7KXQGHU¶RIWKHWLWOHWKRXJKWKHLPDJHVUHSUHVHQWLQJWKLVVFKHPHZHUHDJDLQIDEULFDWHGLQSRVW-
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Predator¶V invisible body is first materialised through fluorescent yellow 
blood traces, liquescent matter taken as evidence that µLI LW EOHHGV ZH FDQ NLOO LW¶, 
signifying both vitality and mortality, whilst reminding that the blood of the invisible 
body in :HOOV¶V The Invisible Man µ>J@HWV YLVLEOH DV LW FRDJXODWHV¶ IM 81). Such 
coagulation enacts a substantial phase transition that in both Predator and The 
Invisible Man coincides with a shift across registers of visibility, defining blood as 
visible trace of invisible internal viscera; although, in the case of Predator¶V 
H[WUDWHUUHVWULDOWKHEORRGLVQRµGDUNVSRWRQWKHOLQROHXP¶IM 77), but a hypervisual, 
photoluminescent substance that is visible even in darkness.87 The yellow colouring 
conveys an ectothermic coldness, and such cold-bloodedness expresses the technical 
production of this thermographic register, for which imaging equipment required 
cooling ZLWKOLTXLGQLWURJHQDFU\RJHQLFPHDQV WRSURWHFW WKHFDPHUD¶VVHQVRUIURP
being impeded by the emissions of the unit itself.88 Such a scheme also suggests 
cryonic preservation, first performed on a human body in 1967, and through which a 
GLVHDVHG ERG\ LV IUR]HQ LQ OLTXLG QLWURJHQ ZLWK D YLHZ WR WKH DLOPHQW¶V IXWXUH
eradication: a cold mummification that relies for its impulse towards immortality on 
sub-zero temperatures rather than the warm vital conditions appropriated in Egyptian 
funerary practice. All of these associative factors combine to illuminate the thermal 
economy of the invisible embodied presence in Predator, and, in their shared 
thermodynamics, both fictional and actual thermographic sources intertwine as a 
compound category of imagery in which the hidden mechanics of image-production 
further contribute to the identity of the alien-organic invisible. 
With visible thermal values key to Predator¶VYLVXDOisation of invisibility, it is 
notable that this thermographic imagery merges film and electronic imaging 
processes. To enhance distinction between foreground bodies and background spaces, 
                                                                                                                                            
production. RoboCop (Paul Verhoeven, 1987) again uses special visual effects to approximate a kind of 
thermographic imaging that can penetrate through solid walls, registering only organic material on the 
other side. Patriot Games (Phillip Noyce, 1992) incorporates actual thermographic images as part of a 
silent sequence within a tactical viewing environment, through which is witnessed an illicit 
assassination. Other schemes of electronically enhanced viewing embedded significantly in mainstream 
FLQHPDDWWKLVWLPHLQFOXGHWKHHQKDQFHGµQLJKWYLVLRQ¶HPSOR\HGWRXQVHWWOLQJHIIHFWLQSilence of the 
Lambs (Jonathan Demme, 1991), Patriot Games, and Cliffhanger (Renny Harlin, 1993), all of which 
utilise a night-vision perspective to signify the vantage point of a dangerous killer. 
87
 This effect was practically produced for the film through blending the chemiluminescent solution 
from glow sticks with K-Y jelly, a mixture that hardened and coagulated very quickly. McTiernan 
H[SODLQVWKDWWKH\µZRXOGMXVWFXWWKHPRSHQDQGSRXUWKHPRXWRQWKLQJVDQG>«@ it looked weird and 
LWJORZHGDQGLWWRRNPXFKOHVVRSWLFDOZRUN¶0F7LHUQDQµ$XGLR&RPPHQWDU\¶ 
88
 Ectothermic creatures rely on ambient thermal conditions to survive, assuming the thermal 
characteristics of their environment, so can themselves evade thermographic apprehension, just as the 
FKDPHOHRQDQGWKHµSUHGDWRU¶FDQHYDGHHQYLURQPHQWDOVRXUFHVRIYLVLEOHOLJKW 
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thermal images of thH SHUIRUPHUV¶ ERGLHV ZHUH composited with conventionally 
ILOPHGEDFNJURXQGV UHFRUGHGVLPXOWDQHRXVO\ WKURXJK WKHXVHRID µEHDPVSOLWWHU¶D
prism that divided the photographed image between thermographic and cinematic 
sources.89 These background images were then adjusted in post-production to evoke 
cold thermographic readings, before being composited behind the genuine infrared 
body images that themselves had been re-VKRWRQILOPIURPWKHWKHUPRJUDSKLFXQLW¶V
display screen.90 It is the culmination of a seventy-second thermal shot that provides 
the first primary visual evidence of the body that is the diegetic source of these 
images, as the otherwise invisible observer reaches a hand into its own thermo-optic 
arena (fig. 3.42). The presence of this organ of touch makes explicit the signification, 
amidst these thermal signatures, of the stimulation of thermal receptors in the skin. In 
the register of the infrared, it is an extra-visual discourse of tactility that here 
expresses a vision of vision as both augmented and frustrated. In this multimedial 
arena in which the thermographic and the cinematic fold in on one another, and in 
which mingle also intra- and extra-diegetic mechanisms of invisibility, there emerges 
an expression of sensory intermingling that can best be described in terms of 
hapticity, a category that I will now explore. 
 
Haptic visuality 
The modern understanding of the category of the haptic, a synaesthetic conflation of 
vision and touch, is often attributed to the art historian Alois Reigl.91 The haptic, 
however, has held a particular importance in film studies over recent decades. In her 
HVVD\µ9LGHR+DSWLFVDQG(URWLFV¶, Laura U. Marks writes of haptic visuality as a 
FRQGLWLRQLQZKLFKµWKHH\HVWKHPVHOYHVIXQFWLRQOLNHRUJDQVRIWRXFK¶ 
 
Haptic visuality, a term contrasted to optical visuality, draws from other forms 
of sense experience, primarily touch and kinaesthetics. Because haptic 
YLVXDOLW\ GUDZV XSRQ RWKHU VHQVHV WKH YLHZHU¶V ERG\ LV PRUH REYLRXVO\
                                                 
89
 $VVFUHHQZULWHU-RKQ7KRPDVFRQILUPV µ:HKDGD WKHUPRJUDSKLFKHDW-vision camera that actually 
ran on liquid nitrogen, and was married to the Panavision. Through the use of a beam splitter, 70% of 




we made it all blue and then isolate certain areas and attach false colour to it and we created most of the 




The Visual Turn: Classical Film Theory and Art History (New Brunswick, NJ: Rutgers University 
Press, 2003), pp.1±29 (esp. pp.4±10). 
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involved in the process of seeing than is the case with optical visuality. The 
difference between haptic and optical visuality is a matter of degree, however. 
In most processes of seeing both are involved, in a dialectical movement from 
far to near, from solely visual to multisensory. Touch is a sense located on the 
surface of the body: thinking of cinema as haptic is only a step towards 
considering the ways in which cinema appeals to the body as a whole.92 
 
As she continues: 
 
Haptic cinema does not invite identification with a figure so much as it 
encourages a bodily relationship between the viewer and the video image. 
Thus, it is not proper to speak of the object of a haptic look so much as to 
speak of a dynamic subjectivity between looker and image.93 
 
Marks extends these notions in her 2000 book The Skin of the Film, where she argues 
that haptic visuality µVXJJHVWVWKHZD\YLVLRQLWVHOIFDQEHWDFWLOHDVWKRXJKRQHZHUH
WRXFKLQJ D ILOP ZLWK RQH¶V H\HV¶.94 ,Q 0DUNV¶V  ERRN Touch, she notes that 
µ>K@DSWLF ORRNLQJ WHQGV WR UHVWRQ WKHVXUIace of its object rather than to plunge into 
GHSWK QRW WR GLVWLQJXLVK IRUP VR PXFK DV WR GLVFHUQ WH[WXUH¶, attesting that by 
µengaging with an object in a haptic way, I come to the surface of my self >«@ORVLQJ
myself in the intensified relation with an other that cannot be known >«@ , ORVH
myself as a subject (of consciousness) to the degree that I allow myself to be 
susceptible to contact with the other¶95 Concurring with this sentiment, Jennifer M. 
Barker in The Tactile Eye (2009) similarly affirms that in µletting our gaze wander 
over the surface of the image, we do come to the surface of ourselves, feeling 
RXUVHOYHV PRUH NHHQO\ LQ WKH WRXFK RI RXU VNLQ DJDLQVW WKH ILOP¶V VNLQ D WRXFK LQ
which we and the film constitute one another and bring each othHU LQWREHLQJ¶96 In 
addition to its fusion of vision and touch, haptic cinema thus expresses a phenomenon 
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 Laura U. Marks, The Skin of the Film: Intercultural Cinema, Embodiment, and the Senses (Durham 
and London: Duke University Press, 2000), p.xi. 
95
 Laura U. Marks, Touch: Sensuous Theory and Multisensory Media (Minneapolis: University of 
Minnesota Press, 2002), pp.8, 19. 
96
 Jennifer M. Barker, The Tactile Eye: Touch and the Cinematic Experience (Berkeley and Los 
Angeles, CA and London: University of California Press, 2009), p.35. An alternative version of this 
SDVVDJHVWDWHVµ7KLVLVDWRXFKE\ZKLFKZHDQGWKHILOPEULQJHDFKRWKHUOLWHUDOO\DQGVHQVXRXVO\into 
EHLQJ ,QGHHG DV 0DUNV ZULWHV ³KDSWLF LPDJHV DUH HURWLF LQ WKDW WKH\ FRQVWUXFW DQ LQWHUVXEMHFWLYH
UHODWLRQVKLSEHWZHHQEHKROGHUDQGLPDJH´0DUNVS¶-HQQLIHU0%DUNHUµ7RXFKDQGWKH
&LQHPDWLF([SHULHQFH¶LQArt and the Senses, ed. by Francesca Bacci and David Melcher (Oxford and 
New York: Oxford University Press, 2011), pp.149±160 (p.152).) 
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through which the sensory mechanisms of cinema and the body come into close 
contact, the boundaries of each blurred. 
)RU0DUNVKDSWLFYLVXDOLW\ LV µD MRXUQH\ LQWRVWDWHVRIHURWLFEHLQJ¶ZKHUHE\
WZR LQGLYLGXDOV µVRFORVH>«@\HWGLVWLQFW¶ DUHHDFKµGUDZQLQWRD UDSSRUWZLWK WKH
RWKHUZKHUH>WKH\@ORVHWKHVHQVHRI>WKHLU@RZQERXQGDULHV¶97 For Predator, such an 
expression of the eroticism of haptic visuality emerges most distinctly DV WKH ILOP¶V
full-frame thermographic scheme intensifies towards a succession of close-up thermal 
images WKDW VKRZ WKH DOLHQ¶V EUXWDO SK\VLFDO DVVDXOW RQ 'XWFK¶V ERG\, intercut 
rhythmically with complementary optical shots (fig. 3.43). As these two naked 
masculine bodies wordlessly interact in hand-to-hand combat, the touch of 
interspecies intercourse is a sadomasochistic expression of latent haptic 
homoeroticism, but also illustrates 0DUNV¶VFKDUDFWHULVDWLRQRIthe µDEUXSW shift from 
KDSWLFWRRSWLFDOLPDJH¶WKDWµLPSOLHVDWHQVLRQEHWZHHQYLHZHUDQGLPDJH¶ to be full 
of µYLROHQW potential¶ DQG WKURXJK ZKLFK µ>K@DSWLF YLVXDOLW\ LPSOLHV PDNLQJ RQHVHOI
vulnerable to the image, reversing the relation of mastery that characterizes optical 
YLHZLQJ¶98 Through this erotic expression of intercorporeal intersubjectivity, the 
audience of Predator enters into a dynamic relationship with WZRYLHZHUV¶physical 
experiences of each other as subjects. As in the coincidence of the ILOP¶Vfirst vision 
of the invisible body with the evisceration of its viewer, problematic schemes of 
vision and touch collapse in on each other in a proxy stimulation of WKH VNLQ¶V
receptors of warmth and cold, of pain and pleasure, as mediated by the electronic eye. 
In this register of hapticity is communicated a proximate physical interaction with the 
remote photographic referent. In common with Star Trek¶V kinaesthetic expressions of 
radar screen systems, the haptic expressions of Predator extend visual comprehension 
beyond the visible, as visuality intermingles with the extra-visual. 
It is in similar terms that Predator¶Vsound design communicates invisibility, 
DVDXUDOFXHVVLJQDOVWUDQJHRSWLFDOPRPHQWVSHUVXDGLQJWKHILOP¶VVSHFWDWRUWRORRN
again. At points, syncopated percussion intimates the beating heart of the invisible 
body, while the thermographic scheme itself, a silent regime in its conventional usage, 
is intensified through the accompaniment of the sound of muffled heartbeats, as 
produced through the fusion of human heartbeats and synthesised foley effects, 




 0DUNVµ9LGHR+DSWLFVDQG(URWLFV¶S7KHORZUHVROXWLRQRIPredator¶V thermographic regime 
exDFHUEDWHV0DUNV¶VFRQWHQWLRQWKDWµ>Z@KHQYLVLRQ\LHOGVWRWKHGLPLQLVKHGFDSDFLW\RIYLGHRLWJLYHV
XSVRPHGHJUHHRIPDVWHU\¶S 
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distorted through tempo shifts and reversals. The sudden cuts to the thermographic 
shots synchronise with a sound that combines further elements, such as the cracking 
of a whip, described by superYLVLQJVRXQGHIIHFWVHGLWRU'DYLG(6WRQHWREHµWRQDO
PRGLILHUVWKDWJDYHLWWKDWDQJU\XJO\GDUNQHVV¶: visualisations of invisible sense data 
extended through such sonification.99 Many of these sound effects were initially 
conceived in visual terms, as Stone recalls: 
 
we would communicate about the concept for a sound element by making little 
GUDZLQJV WR HDFK RWKHU ,¶G VD\ µ,W KDV WR KDYH D IDW HQYHORSH KHUH DW WKH
EHJLQQLQJ WKHQ LW WDSHUV GRZQ¶ µ7KLV SDUW LV UL]]\ WKLV SDUW LV VHDULQJ DQG
KRW¶:HZould talk like that and draw little unfinished cartoons about the way 
DVRXQGZRXOGVRXQG>«@1RWVRPXFKJUDSKLWDVGUDZDFKLOGLVKYHUVLRQRI
what it would look like if you could see it in a cartoon world.100 
 
Alienated subjectivity is here expressed through the cutting, sampling and distortion 
of the sonic editing suite, itself made apparent in the film through waveform 
visualisations alongside the POV thermographic readout (fig. 3.44). This single-
channel audio signal runs up the left-hand side of the screen, mimicking the 
incorporated audio in sound film formats where a sonic reading similarly occupies the 
margins of the film strip, while the vocal distortions of these sequences evoke early 
experiments in sound recording as they undermine the synchronicity of the standard 
cinematic audiovisual mix. The aberrant audio exhibited in these segments also 
resembles the sonic regime designed by Walter Murch for The Conversation (Francis 
)RUG&RSSRODGLVLQWHJUDWLQJDXGLRWKDWWKDWILOP¶VSURWDJRQLVWDQDOyses until it 
loses its meaning, and is made ripe for misinterpretation. 
In Predator, the two-mouthed invisible being demonstrates an uncanny 
capacity for sonic mimesis, playing back the voices of its victims to draw further prey 
towards its acousmatic source: garbled aural reproductions that further sonify 
fragmentary invisibility DQG FRQILUP WKH ILOP¶V SUHRFFXSDWLRQ ZLWK WKH PXOWLIDULRXV




 6WRQHTWGLQ/LFKWHQIHOGµ7H[W&RPPHQWDU\¶2WKHUVRXQGHffects in Predator mimic the hydraulic, 
the pneumatic and the crustacean, and synthetic materials such as plastics were used to simulate 
RUJDQLFERG\VRXQGV6WRQHTWGLQ/LFKWHQIHOGµ7H[W&RPPHQWDU\¶)XUWKHUDOLHQYRFDOLVDWLRQVZHUH
created by voice aUWLVW3HWHU&XOOHQ ZKRGHYHORSHG DSXUULQJ WULOO DIWHU VHHLQJ WKH FUHDWXUH¶V IDFH D
throaty interior sound, that bypasses the lips, and that emerged inaudibly as Cullen worked in the sound 
ERRWK&XOOHQUHIOHFWVµDV,ZDWFKHGWKH3UHGDWRUWDNHRIIKLVKelmet, I remembered the sounds of an 
upside down horseshoe crab bubbling in the sun. The sounds of the clicking bursting bubbles came to 
PH 7KH KRUULEOH XQGHUVLGH RI WKH G\LQJ FUDE DQG WKH IDFH RI WKH 3UHGDWRU MXVW LQWHUWZLQHG¶ 3HWHU
Cullen, qtd in KeviQ *LOYHDU µ3ULPH 'LUHFWLYH $Q ([FOXVLYH ,QWHUYLHZ ZLWK 3HWHU &XOOHQ¶
<http://film.thedigitalfix.com/content/id/62478/prime-directive-an-exclusive-interview-with-peter-
cullen.html> [accessed 24 September 2012] (para. 41 of 47).) 
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complexities of comprehension. Such technologised ventriloquism evokes the sounds 
UHIHUUHG WR E\ 6HDQ 5HGPRQG DV D µVSHctacular rendering of a liquid chaos [that] 
HQDEOHVWKHYLHZHUWRH[SHULHQFHWKHORJLFRIVHQVDWLRQEH\RQGERGLO\LQWHJULW\¶DVKH
FRQWHVWV WKDW µRQH KHDUV LQ VFLHQFH ILFWLRQ ILOP WKH SURIRXQG SRWHQWLDO RI D
radical alterity that exists beyond the sonorouVOLPLW¶101 The rough textures of these 
soundscapes mingle discordantly with their accompanying imagery to produce a kind 
RIµKDSWLFVRXQG¶a term used by Marks to GHVFULEHµXQGLIIHUHQWLDWHG¶VRXQGWKURXJK
ZKLFKµWKHDXUDOERXQGDULHVEHWZHHQERG\DQGZRUOG PD\IHHOLQGLVWLQFW¶.102 
 
An alienated sensorium 
It is this sense of boundaries becoming blurred, indistinct or otherwise distorted that 
most emerges from Predator¶VGHSLFWLRQRIDQLQYLVLEOHERG\ERXQGDULHVEHWZHHQWKH
organic and the technological, between vision and touch, between vision and sound, 
between subjects and objects, between interiority and exteriority, and between the 
individual and the other. For Barker, KDSWLFLW\LQFLQHPDµopens up the possibility of 
cinema as an intimate experience and of our relationship with cinema as a close 
connection, rather than as a distant experience of observation, which the notion of 
cinema as a purely visual medium presumes¶.103 She declares that, as µa material 
PRGHRISHUFHSWLRQDQGH[SUHVVLRQ>«@FLQHPDWLFWDFtility occurs not only at the skin 
RUWKHVFUHHQEXWWUDYHUVHVDOOWKHRUJDQVRIWKHVSHFWDWRU¶VERG\DQGWKHILOP¶VERG\¶, 
describing cinematic tactility as 
 
a general attitude toward the cinema that the human body enacts in particular 
ways: haptically, at the tender surface of the body; kinaesthetically and 
muscularly, in the middle dimension of muscles, tendons, and bones that reach 
toward and through cinematic space; and viscerally, in the murky recesses of 
the body, where heart, lungs, pulsing fluids, and firing synapses receive, 
respond to, and reHQDFW WKH UK\WKPVRI FLQHPD 7KH ILOP¶VERG\DOVR DGRSWV
toward the world a tactile attitude of intimacy and reciprocity that is played 
out across its nonhuman ERG\ KDSWLFDOO\ DW WKH VFUHHQ¶s surface, with the 
caress of shimmering nitrate and the scratch of dust and fibre on celluloid; 
kinaesthetically, through the contours of on- and off-screen space and of the 
bodies, both human and mechanical, that inhabit or escape those spaces; and 
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 6HDQ 5HGPRQG µ6RXQGLQJ Alien, Touching the Future: Beyond the Sonorous Limit in Science 
)LFWLRQ)LOP¶New Review of Film and Television Studies, 9.1 (March 2011), 42±56 (p.42). 
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 Marks, The Skin of the Film, p.183. 
103
 Barker, The Tactile Eye, p.2. 
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viscerally, with the ILOP¶VUXVKWKURXJKDSURMHFWRU¶VJDWHDQGWKHµEUHDWKLQJ¶ 
of lenses.104 
 
Furthering this argument, then, the context of alien invisibilities in both the Predator 
and Star Trek series promotes WKH ERG\¶V PHGLDWLRQ DQG LQWHUSUHWDWLRQ through a 
cinematicised network of sensory technologies. The alienations of the embodied 
human sensorium in both series ± both within and without the diegeses ± collide 
representation with misrepresentation, showing the sensorium as something 
unfamiliar, and perhaps impossible to fully comprehend: a making alien of the senses 
that is also a technologisation and prostheticisation of the sensorium. In these anxious 
schemes the audience is both alienated and implicated, both repelled and seduced. 
The greatest expression of this comes in the figure of the fully exposed 
extraterrestrial body of Predator, which is materialised as an integrated fusion of 
variant terrestrial parts: a dark physiognomic mingling of the reptilian, the insectoid, 
the arachnid, the crustacean and the humanoid that sends out a bestial cry as it is 
assessed by Dutch to be µRQH XJO\ PRWKHUIXFNHU¶ (fig. 3.45).105 Just as the visual 
FRQVWUXFWLRQRIWKLVILJXUH¶VLQYLVLELOLW\UHYROYHVDURXQGWKHcinematic compositing of 
layers of special visual effects, its visibility is likewise composited, a murk of 
uncircumscribed features that contrasts starkly with the distinct anatomisation of its 
human counterparts. 7KH EHLQJ¶V ILQDO HYDVLRQ RI YLVXDO GLVFORVXUH LQ GHDWK FDQ EH
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 Barker, The Tactile Eye, pp.2, 3. 
105
 It is notable that a recognisably humanoid core is submerged beneath this conglomeration of bestial 
values, as performed by the seven-foot-four mime artist Kevin Peter Hall, who replaced the less 
physically-imposing Jean Claude Van Damme (the latter being present only for the initial stages of 
VKRRWLQJEHIRUH WKHDOLHQZDVUHGHVLJQHG0RVWRI+DOO¶VRWKHUVFUHHQUROHV LQYROYHGSHUIRUPLQJDV
HOXVLYHDQGPRQVWURXVFUHDWXUHVKLVERG\KLGGHQEHQHDWK ODWH[FRVWXPHU\DV µ.DWDKGLQ WKH0XWDQW
%HDU¶ LQ Prophecy -RKQ)UDQNHQKHLPHU DV µ7KH$OLHQ¶ LQ Without Warning (Greydon Clark, 
DVµ*RUYLO¶LQMazes and Monsters 6WHYHQ+LOOLDUG6WHUQDVµ0RQVWHU¶LQMonster in the 
Closet %RE'DKOLQDVµ+DUU\¶LQHarry and the Hendersons (:LOOLDP'HDUDVµ/H\RU¶
in the Star Trek: The Next Generation HSLVRGH µ7KH 3ULFH¶ 5REHUW 6FKHHUHU  )RU Predator, 
wearing an animatronic mask beneath which he was effectively blind, Hall would prepare for filming 
by memorising his actions in UHODWLRQ WRSDUWLFXODUREMHFWVDQGVSDFHVµ³3UHGDWRU´ ± The Man in the 
6XLW¶CinefantastiqueS,QUHODWLRQWRPDWWHUVRIUDFH0F7LHUQDQUHPDUNVWKDWµ,
did not want, and would not have countenanced a racial suggestion as to what the predator looked like. 
Yes, those are sort-of dreadlocks but there was no notion that people should somehow think he seems 
$IULFDQ¶0F7LHUQDQµ$XGLR&RPPHQWDU\¶,QYDULRXVSHUVXDVLYHUHDGLQJVKRZHYHUWKLVFUHDWXUHLV
understood to represent a blaFN ERG\ LW VDWLVILHV IRU H[DPSOH $GLOLIX 1DPD¶V FRPSHOOLQJ
XQGHUVWDQGLQJ WKDW µWKHEODFNERG\ LVRIWHQDVLWHRI UHSUHVHQWDWLRQDO WUDXPD WKHXOWLPDWHVLJQLILHURI
GLIIHUHQFHDOLHQQHVVDQG ³RWKHUQHVV´ LQ VIFLQHPD¶1DPDFLWHV Predator DVRQH µRI WKHPost cogent 
examples in sf film of how the black body is a representational canvas coated with signifiers of alien 
unsightliness, danger, fear, social inferiority, and even transgressive sexuality that evoke a wide range 
of racial anxieties and cultural polLWLFVFLUFXODWLQJLQ$PHULFDQVRFLHW\¶$GLOLIX1DPDBlack Space: 
Imagining Race in Science Fiction Film (Austin: University of Texas Press, 2008), pp.75±81 (pp.7, 
73).) 
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directly contrasted with the  detailed visceral revelations of corporeal interiority that 
accompany the deaths of each human character, autopsical imagery that actually 
EHJLQV EHIRUH WKH DSSHDUDQFH RI DQ\ FRUSVH ZLWK WKH FDVW¶V K\SHUPXVFXODU WRUVRV
ostentatiously exhibiting the otherwise subtle subsections of the body. It is notable 
that the prior professional roles of this exercised cast include bodybuilder (four-time 
µ0U8QLYHUVH¶Schwarzenegger), athlete (Carl Weathers), pornographic actor (Sonny 
/DQGKDPDQGZUHVWOHU-HVVHµ7KH%RG\¶9HQWXUD, and that an extended sequence in 
which these powerful figures pointlessly expend their ammunition was conceived by 
McTiernan as an exhibition of impotence WKDW ZRXOG µquietly ridicule¶ tropes of 
phallic power.106 These actors perform the visible body for the camera, exhibiting 
HYHU\ PXVFOH LQ D GLVVHFWLRQ RI WKH ERG\¶V FRPSRQHQW SDUWV DQG LQ GRLQJ VR
collaborating with the camera on their own autopsies: a dynamic collage of muscles 
and organs that prefigures the brutal dismemberments that follow. 
The extreme visuality of these compartmentalised muscle bodies promotes 
their disintegration, so contrasting with the comparative invisibility and 
invulnerability of the alien body, the carapacial integrity of which is swiftly re-
established even when briefly wounded. Even once the alien body is visualised, it still 
remains indistinct as its constituent parts have no clear boundaries, merging into one 
another as a diverse multiplicity of forms, species, senses and technologies. The 
grotesque physiognomy of the exposed invisible body expresses chaotic nuclear 
connotations of meltdown, mutation and change, evoking in particular the recent 1986 
incident at Chernobyl. Yet this is also a physiognomic metaphor of tantalising 
mutational and hybridised sensory architecture, in which electrical pulses seemingly 
KROGWRJHWKHUD)UDQNHQVWHLQ¶VPRQVWHURILQWHUVHFWLQJ]RQHV (fig. 3.46). As with the 
disguised bodies of The Invisible Man cycle, whose visually demarcated sense organs 
are cast off in expressions of sensory reconfiguration, this exposed invisible body 
articulates the contemporary condition of the anxious human sensorium, in which the 
technological blurring of sensory boundaries is manifested as something to be feared. 
Merleau-Ponty recognises such a notion of unfamiliar and intersecting senses: 
 
The senses are distinct from each other and distinct from intellection in so far 
as each one of them brings with it a structure of being which can never be 
H[DFWO\WUDQVSRVHG:HFDQUHFRJQLVHWKLV>«@ZLWKRXWDQ\WKUHDWWRWKHXQLW\
of thH VHQVHV )RU WKH VHQVHV FRPPXQLFDWH ZLWK HDFK RWKHU >«@ 7KH\ DUH
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XQLWHG DW WKH YHU\ LQVWDQW LQ ZKLFK WKH\ FODVK >«@ 6HQVRU\ H[SHULHQFH LV
unstable, and alien to natural perception, which we achieve with our whole 
body all at once, and which opens on a world of inter-acting senses.107 
 
,Q H[SUHVVLQJ WKDW ZKLFK LV µDOLHQ WR QDWXUDO SHUFHSWLRQ¶ Predator¶V LPDJHU\ RI WKH
alien invisible unfolds through the unstable interaction of variant distinctive sensory 
regimes, themselves expressed primarily through stylistic shifts to the film body that 
HFKRWKHQDUUDWLYH¶VSUHRFFXSDWLRQZLWKERGLO\GLVLQWHJUDWLRQThe alien manufactures 
the invisibility of its body using a prosthetic arm-mounted device that, linked with the 
other sensory technologies of thermographic visor, gaze-controlled laser cannon and 
blinding nuclear arsenal, mediates the visualities of the invisible body whilst fostering 
a clear equivalency between cinematic special effects and advanced alien 
technology.108 This invisible organism utilises technical organs to perform as 
filmmaker, demonstrating authority over the film object as it pushes buttons to impel 
the QDUUDWLYH¶VDWRPLFHQGDGLUHFWRU¶VFXWHere, the surveilling and inscrutable alien 






The indecipherabilities and mistranslations at work in both the Predator and Star Trek 
series ± in which related screen technologies of radar, television, cinema and 
thermography intersect ± speak of intermedial translations between the visible and the 
invisible, expressing multimediality as a metaphor for multisensoriality. The 
µGLVWRUWLRQV¶ WKDW WKHVH H[DPSOHV SUHVHQW LPSHUFHSWLEO\ FRQMRLQ WKH VHQVRU\
mechanisms of the body with those of screen media, articulating a prosthetic 
sensorium as an extension both away from, into and between multiple sensory 
modalities. If the examples I have analysed in this chapter further express the invisible 
ERG\¶V SUREOHPDWLF UHODWLRQVKLS ZLWK ODQJXDJH DV KDV EHHQ WRXFKed upon in earlier 
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 Maurice Merleau-Ponty, Phenomenology of Perception, trans. by Colin Smith (London and New 
York: Routledge, 1962), p.225. 
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 According to Joel Hynek, Don Poynter, the animator who drew the animated sparks for these 
VHTXHQFHV µVSHOOHG KLV QDPH RXW RQ WKH 3UHGDWRU¶V DUP¶ 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chapters, then it is notable that the notion of prosthesis has linguistic connotations, 
referring to the addition of a syllable or letter to the beginning of a word. The sensory 
prosthesis thus functions on the edge of discourse, as Marquard Smith and Joanne 
Morra assert: 
 
the material and metaphorical figurations of prosthesis initiate considerations 
RI WKH KLVWRULFDO DQG FRQFHSWXDO HGJHV EHWZHHQ µWKH KXPDQ¶ DQG WKH
posthuman, the organic and the machinic, the evolutionary and the 
postevolutionary, and flesh and its accompanying technologies.109 
 
,Q UHODWLRQ WR WKLV WKHVLV¶wider discourses on invisibility, the overtly science-fiction 
contexts addressed in this chapter bring out the increasingly technological nature of 
the film medium, but also of the senses in contemporary society, exemplifying 
Caroline A. -RQHV¶VXQGHUVWDQGLQJRI µWKHPRGHVE\ ZKLFK VHQVLQJERGLHV >«@FDQ
now become technological to produce an amplified, connected, expanded but also 
disequilibriated corporeality ± a new seQVRULXP¶110 
The invisibilities I have explored in this chapter demonstrate what Jones 
describes as 
 
the aesthetic attitude of this hybrid moment, where modernist segregation of 
the senses is giving way to dramatic sensorial mixes, transmutations, and 
opportunities for intensified and playful mediation.111 
 
As with Star Trek¶V viewing screen, we can understand the cinematic mode to also 
ZRUN WKURXJK VXFK µGUDPDWLF VHQVRULDO PL[HV¶ SURGXFLQJ YLVXDOLVDWLRQV DQG
sonifications through which one sensory media is converted into or conflated with 
another, VRFRQQHFWLQJZLWK0DUNV¶VVXJJHVWLRQWKDWµWKHGHVLUHWRVTXHH]HWKHVHQVH
of touch out of an audiovisual medium, and the more general desire to make images 
WKDW DSSHDO H[SOLFLWO\ WR WKH YLHZHU¶V ERG\ DV D ZKROH VHem to express a cultural 
GLVVDWLVIDFWLRQ ZLWK WKH OLPLWV RI YLVXDOLW\¶112 In such a context, the visual sense is 
thus reconstituted as an unfamiliar thing that may yet be constituted of new depths, 
indirectly accessible via the symbols and metaphors of invisibility. 
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As I have demonstrated in this chapter, the fearsome invisible entities of Star 
Trek and Predator express contemporary anxiety in relation to the operations, 
capacities and limitations of sensory schemes, imparting anxious responses to a 
climate of advanced technologies. In both series, blinding thermonuclear catastrophe 
HQDFWV D SUREOHPDWLVDWLRQ RI WKH µORJLFDO¶ RUJDQ RI YLVLRQ ,Q developing his 
XQGHUVWDQGLQJ RI µWKH LQQRYDWLRQ RI H\HOHVV YLVLRQ¶ as described in War and 
Cinema,113 Virilio argues in The Vision Machine that 
 
%OLQGQHVVLVWKXVYHU\PXFKDWWKHKHDUWRIWKHFRPLQJµYLVLRQPDFKLQH¶7KH
production of sightless vision is itself merely the reproduction of an intense 
blindness that will become the latest and last form of industrialisation: the 
industrialisation of the non-gaze.114 
 
6XFK SHUVLVWHQFH RI YLVXDOLW\ DV D NLQG RI µsightless vision¶ ± an embodied and 
intersubjective vision ± emerges from the schemes of invisibility interrogated in this 
chapter. Chapter Four shall proceed by exploring the social character of such schemes 
of invisibility, analysing the role of onscreen bodily invisibility in the configuration 
and reconfiguration of interpersonal schemes of sensation in late twentieth-century 
western culture. 
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Fig. 3.3, Star Trek III: The Search for Spock (Leonard Nimoy, 1984) 
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Fig. 3.4, Star Trek III: The Search for Spock (Leonard Nimoy, 1984) 
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Fig. 3.5µ%DODQFHRI7HUURU¶Star Trek (Vincent McEveety, 1966) 
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Fig. 3.6µ%DODQFHRI7HUURU¶Star Trek (Vincent McEveety, 1966) 




Fig. 3.7µ%DODQFHRI7HUURU¶Star Trek (Vincent McEveety, 1966) 




Fig. 3.8µ%DODQFHRI7HUURU¶Star Trek (Vincent McEveety, 1966) 




Fig. 3.9, Buck Rogers (Ford Beebe and Saul A. Goodkind, 1939) 
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Fig. 3.11, Star Trek (1966±1969) 
 





Fig. 3.12µ%DODQFHRI7HUURU¶Star Trek (Vincent McEveety, 1966) 




Fig. 3.13µ%DODQFHRI7HUURU¶Star Trek (Vincent McEveety, 1966) 
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Fig. 3.14µ%DODQFHRI7HUURU¶Star Trek (Vincent McEveety, 1966) 








Fig. 3.16µ%DODQFHRI7HUURU¶Star Trek (Vincent McEveety, 1966) 
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Fig. 3.17, Star Trek: The Motion Picture (Robert Wise, 1966) 
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Fig. 3.18, Star Trek III: The Search for Spock (Leonard Nimoy, 1984) 
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Fig. 3.19, Star Trek III: The Search for Spock (Leonard Nimoy, 1984) 
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Fig. 3.20, Star Trek III: The Search for Spock (Leonard Nimoy, 1984) 
 




Fig. 3.21, Star Trek IV: The Voyage Home (Leonard Nimoy, 1984) 
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Fig. 3.22, Predator (John McTiernan, 1987) 
 
 
Fig. 3.23, Predator (John McTiernan, 1987) 





Fig. 3.24, Predator (John McTiernan, 1987) 
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Fig. 3.25, Predator (John McTiernan, 1987) 
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Fig. 3.26, Predator (John McTiernan, 1987) 
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Fig. 3.27, (XJHQH0DPXW¶VµHODVWLFHIIHFW¶ (1981) 




Fig. 3.28, Predator (John McTiernan, 1987) 
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Fig. 3.30, Berenice Abbott 




Fig. 3.31, Predator (John McTiernan, 1987) 




Fig. 3.32, Predator (John McTiernan, 1987) 
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Fig. 3.33, Predator (John McTiernan, 1987) 
 




Fig. 3.34, Predator (John McTiernan, 1987) 




Fig. 3.35, Predator (John McTiernan, 1987) 
 




Fig. 3.36, Predator (John McTiernan, 1987) 








Fig. 3.38, Predator (John McTiernan, 1987) 
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Fig. 3.40, AVP: Alien vs. Predator (Paul W.S. Anderson, 2004) 
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Fig. 3.42, Predator (John McTiernan, 1987) 
 




Fig. 3.43, Predator (John McTiernan, 1987) 
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Fig. 3.44, Predator (John McTiernan, 1987) 
 
Chapter Three Illustrations  307 
 
 
Fig. 3.45, Predator (John McTiernan, 1987) 
 




Fig. 3.46, Predator (John McTiernan, 1987) 
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Chapter Four 
Mirror, Identity and the Social Sensorium: Thresholds of the Digital 
in Memoirs of an Invisible Man (1992) and Hollow Man (2000) 
 
Introduction: A Nauseating Reflection 
 
In a tastefully decorated apartment sits a visible man, Nick Halloway, gulping a long 
drink (fig. 4.1). µ, ZDV VWDUYLQJ,¶ +DOORZD\¶V YRLFHRYHU GHFODUHV µfelt like , KDGQ¶W
eaten in a week«ZKLFKLVHDVLHUVDLGWKDQGRQHZKHQ\RXFDQ¶WHYHQVHH\RXURZQ
hands.¶ $WWKHZRUGµKDQGV¶DFORVH up shows chopsticks being manoeuvred by what 
must be invisible fingers (fig. 4.2). Halloway ± his body and his suit of clothes ± is 
entirely invisible in the diegesis, and it can be understood WKDW WKH VFHQH¶V RSHQLQJ
visible image of this body is designed to illustrate WKHFKDUDFWHU¶V dishevelment, the 
result of his lost looks. A wider shot shows the chopsticks abandoned in favour of 
salad tongs, with the visible-invisible man now frenziedly cramming noodles into and 
around his mouth (fig. 4.3). +DOORZD\¶V only partly successful consumption is 
interrupted by a news report from the nearby television, the broadcaster stating that: 
 
There was an accident today at the Magnascopics Laboratory near Santa Mira. 
A spokesman for the nuclear regulatory agency says that, although the 
laboratory was the site of research related to nuclear fusion, there was no 
radioactive material at the site, and there was no risk of contamination. No 
LQMXULHVKDYHEHHQUHSRUWHG« 
 
With his mouth full RI QRRGOHV +DOORZD\ VD\V µEXOOshit¶ DQG VWDQGV IURP ZKLFK
position the mirror catches his eye. As he tentatively approaches the reflection, the 
camera pans left, providing a greater vantage point for the audience (fig. 4.4). The 
man has no reflection, yet a strange sight appears in the centre of the mirror. A 
shifting, gurgling mass, glistening in shades of red and pink, seems to hover in mid-
air, representing WKHXQGLJHVWHGFRQWHQWVRI+DOORZD\¶VLQYLVLEOHVWRPDFK. A close up 
confirms this, the morphing food matter sharply rendered against a grainy and 
defocused background (fig. 4.5). The repulsed Halloway steps back, turning his head, 
which moves out of shot, and vomits. The discordant sounds of retching are 
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synchronised with a close view, again in the mirror, of liquescent stomach contents 
being ejected, as the scene ends (fig. 4.6). 
Memoirs of an Invisible Man (John Carpenter, 1992),1 EDVHGRQ+)6DLQW¶V
1987 novel of the same name, GHSLFWVWKHµPHPRLUV¶RIWKHILQDQFLDOVHFXULWLHVDQDO\st 
Nick Halloway (Chevy Chase), a loner with a disposable income and a sexual 
appetite, whose body ± along with the clothes he is wearing ± becomes invisible in an 
industrial accident, shortly after having met the girl of his dreams, Alice Monroe 
(Daryl Hannah). Corrupt government agent David Jenkins (Sam Neill), working for 
the CIA-like Security Intelligence Agency (SIA), desires control of this invisible man, 
ZKRDEDQGRQVKLVKRPHWRKLGHRXWILUVWDWµone of the last SULYDWHPHQ¶VFOXEs in San 
Francisco¶ WKHQ DW DQ LVRODWHG EHDFK KRXVH &RPLQJ WR WHUPV ZLWK KLV XQH[SODLQHG
condition, Halloway, whose invisible body is periodically (and reassuringly) shown to 
the cinematic viewer as if visible, proceeds in romantic pursuit of Alice. She aids him 
in escaping Jenkins, whose eventual death allows them to settle and start a family. 
A number of facets of the sequence in which Halloway vomits are worth 
remarking upon. One is that this invisible body is intermittently shown to the 
cinematic spectator in visual terms, similar to tactics used in Siegfried, through which 
privileged imagery of the invisible body LV PDGH DYDLODEOH WR WKH ILOP¶V DXGLHQFH
alone. The visual doubling provided by the mirror encourages a splitting between 
these two schemesZKHUHLQ+DOORZD\¶Vreflection remains objectively unseen, while 
his invisible body is subjectively visualisedWKHFKDUDFWHU¶VRZQXQGHUVWDQGLQJ of his 
embodied invisibility ushering with it an explanatory image.2 Such an image appears 
periodically to reassure the viewer, normalising the phenomenon of the potentially 
alienating invisible body. As his problematic eating demonstrates, colliding fingers 
and mouth in an ungainly fashion, this character struggles throughout to perform the 
most basic of tasks. Already, the sequence connects strongly with the cycle of 
invisible body cinema discussed in Chapter Two, as gustatorial and consumptive 
processes take centre frame, and as the science fiction of the invisible body discussed 
                                                 
1
 Hereafter referred to in the main text as Memoirs. Production began on this film on 7 March 1991, 
and it was releasHG WR FLQHPDV RQ  )HEUXDU\  7KH DFWRU &KHY\ &KDVH DFTXLUHG WKH QRYHO¶V
adaptation rights, along with his partners, engaging William Goldman to write and Ivan Reitman to 
direct, before a long drawn-RXWSURFHVVHYHQWXDOO\UHVXOWHGLQ*ROGPDQ¶VVFUHHQSlay being revised by 
Robert Collector and Dana Olsen, and John Carpenter being hired as director. 
2
 7KH ILOP¶V GLUHFWRU -RKQ &DUSHQWHU VXJJHVWV WKDW µ,Q KLV PHPRU\ KH VHHV KLPVHOI DV ZKROH DQG
FRPSOHWHDVGRHVWKHDXGLHQFH¶-RKQ&DUSHQWHUTWGLQ-XOLH /HZµ,W¶VQRWHDV\EHLQJLQYLVLEOHVD\V
³0HPRLUV´VWDU&KDVH¶The Gainesville Sun Extra, 4 March 1992, p.4).  
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in Chapter Three recedes in favour of the quotidian. Indeed, the upsetting of 
+DOORZD\¶V VWRPDFK relates to the employment of the title fiJXUH RI ¶V The 
Invisible Man who is creating remedies for upset stomachs, a decidedly mundane 
application of his spectacular skills. 
Most of all, the theme of troubling reflection, as the invisible man privately 
views his own exposed innards, reveals a narrative concerned with self-image and 
repulsion. Reproducing only the visual register, the mirror that only reflects bodily 
digestion promotes vision and the visible as nauseating components of sensible 
experience. This chapter thus identifies the mirror as a crucial mechanism through 
which the invisible body is mediated, and which offers a meta-narrative that expresses 
a breakdown or failure of representation. In the face of the invisible body, the empty 
mirror reflects difficulties in representing the extra-visual senses, the nature of 




The primary objects of this chapter, a group of popular film productions that depict a 
SURWDJRQLVW¶V H[SHULHQFH RI ERGLO\ LQYLVLELOLW\, share an overwhelming imagery of 
disturbed or difficult self-reflection. Part one of this chapter describes a history of 
invisible body cinema through the recurrent motif of the empty mirror, symbol of an 
unstable, uncertain sense of identity. This motif is explored with reference to its 
appearance and function across the 1933±1951 cycle of invisible body films that were 
introduced in Chapter Two. In part two, the empty mirror is interrogated in the 
context of its significant appearances in two films from the end of the twentieth 
century. In both Memoirs and the similarly themed Hollow Man (Paul Verhoeven, 
2000), the relationship between the invisible body and the mirror emphasises themes 
of representational crisis, but also of masculine identity crisis and the challenges of a 
reconstituted social sensorium. Finally, part three will examine the themes of waste 
and gross materiality that connect the plots and production of both films, interrogating 
WKHXVHRIGLJLWDOYLVXDOHIIHFWVLQWKHFRQVWUXFWLRQRILPDJHVRIERWKILOPV¶LQYLVLEOH
protagonists, and coming to focus on the sensory confluence of gross materiality and 
nausea that emerges from these particular depictions. In questioning the nature of 
WKHVH ILOPV¶ H[SUHVVLRQV RI D PXOWLVHQVRU\ FLQHPD , DVN 7R ZKDW H[WHQW GRHV WKH
invisible body perform as agent of a transgressive regime of sensation? 
Chapter Four  312   
0DUN3DWHUVRQ0DUWLQ'RGJHDQG6DUD0DF.LDQDUJXHWKDWµWKHSULPDF\DQG
living immediacy of sensory experience does not reside solely within the boundaries 
of the skin, somehow locked within GLVFUHWHGLVFRQQHFWHGERGLHV¶$VWKH\FRQWLQXH 
 
The senses are not equivalent to the tissues and cells of the sense organs 
themselves, nor reduced to nerves that connect to the brain. The cultural 
chronology of the formulation of DµVHQVRULXP¶ necessitates that the senses are 
ineluctably social: felt individually, but also always shared intersubjectively. 
>«@$OWKRXJKSK\VLRORJLFDOO\ORFDWHGZLWKLQDQLQGLYLGXDOERG\LWVRSHUDWLRQ
is continually shifting and culturally variable.3 
 
This chapter pays particular attention to the social nature of sensory formations, 
whilst also coming to centre upon the peculiarities of the digital production techniques 
that both Memoirs and Hollow Man utilise in their construction of the onscreen 
invisible body. Amidst the contemporary, domestic milieu of both films, the 
innovative use of computer-generated imagery in both films foregrounds a 
relationship through which the invisible body is positioned as an agent between 
anxious frameworks of the virtual and the real, the immaterial and the material, the 
clean and the dirty, and the pure and the obscene. 
As with many of the examples I address in this thesis, the visualisation of the 
invisible body in both Memoirs and Hollow Man exemplifies Jennifer M. %DUNHU¶V
description of WKH µWH[WXUH¶ RI µWKH ILOP¶V VNLQ¶ DV FRQVWLWXWHG RI µVLPXOWDQHRXV
H[SUHVVLRQ DQG SHUFHSWLRQ >«@ UHYHODWLRQ DQG FRQFHDOPHQW¶4 This chapter further 
probes such textures, in which are interwoven tensions between private and public, 
interior and exterior, the individual and the social, and sensory modalities both 
proximal and distal. Developing my analysis of the cinematic annunciation of an 
embodied, materialised invisibility, this chapter unpacks the relationship between 
cinematic invisibilities and themes of prohibition DQG WKH µXQFLYLOLVHG¶EULQJLQJ WKH
LQYLVLEOH ERG\¶V role as agent of transgressive sensuality to the fore. The 
overwhelming and recurrent emphasis in popular cinema on the invisible man is key 
WR WKLV FKDSWHU¶V focus upon the identities of invisibility, and of the apparent 
invisibilities of identity, and I explore the extent to which unsettled social identities 
                                                 
3
 0DUN3DWHUVRQ0DUWLQ'RGJHDQG6DUD0DF.LDQµ,QWURGXFWLRQ3ODFLQJ7RXFKZLWKLQ6RFLDO7KHRU\
DQG (PSLULFDO 6WXG\¶ LQ Touching Space, Placing Touch, ed. by Mark Paterson and Martin Dodge 
(Farnham, Surrey and Burlington, VT: Ashgate, 2012), pp.1±28 (pp.2±3). 
4
 Jennifer M. Barker, The Tactile Eye: Touch and the Cinematic Experience (Berkeley and Los 
Angeles, CA and London: University of California Press, 2009), p.29. 
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coincide with fragile sensory identities. A motivating question for this chapter thus 
asks: What of the social sensorium do these films express, and how do the 
peculiarities of their productions relate to the social and sensorial themes that they 
address? 3KLOOLS9DQQLQL'HQQLV:DVNXODQG6LPRQ*RWWVFKDONFRQVLGHUµWKHZRUNRI
the senses as an active, social, and often public form oI DFWLRQ DQG LQWHUDFWLRQ¶
DUJXLQJ WKDW µWKH VHQVHV DUH WKH REMHFWV DQG VXEMHFWV RI WKH sensual performance of 
everyday life ZKHUHE\ ³SHUIRUPDQFH´ GHQRWHV FRQGXFW SXEOLF EHKDYLRXU DQG WKH
FDUU\LQJ RXW RI VNLOOHG ERGLO\ DFWLRQ¶5 It is with respect to such sentiments that 
Chapter Four is preoccupied with the role of embodied invisibility in the 
configuration and reconfiguration of social and interpersonal schemes of sensation in 
late twentieth-century western society. 
 
 
One: The Medium of the Empty Mirror 
 
Social and sensory uncertainty 
In their 2014 book Ways of Sensing, David Howes and Constance Classen, in a 
FKDSWHURQµ7KH3ROLWLFVRI3HUFHSWLRQ6HQVRU\DQG6RFLDO2UGHULQJ¶ have outlined 
WKH ZD\V LQ ZKLFK µ>V@HQVRU\ ZD\V PRGHOV DQG PHWDSKRUV LQIRUP our notions of 
social integration, hierarchy and identity. The senses are directly put to political ends 
through acts of marking, excluding, punishing or exalting particular individuals and 
JURXSV¶6 7KH\JRRQWRH[SODLQKRZLQµWKHPRGHUQ:HVW>«@LQGLvidualism made 
people less willing to enter into physical contact with their neighbours. Individuals, or 
at least members of the middle and upper classes, were now more reluctant to have 
WKHLU FRUSRUHDO ERXQGDULHV LQIULQJHG¶7 +RZHYHU WKH µJURZLQJ VHQVH Rf bodily 
ERXQGDULHV LQPRGHUQLW\FRLQFLGHGZLWKDJURZLQJDWWHQWLRQWRQDWLRQDOERXQGDULHV¶
LQ ZKLFK µD QHZ HPSKDVLV RQ YLVXDO UHSUHVHQWDWLRQ KDG D UROH WR SOD\¶8 For 
LQGLYLGXDOVRIWKHQDWLRQVWDWHµWKHLQFUHDVHGSUHYDOHQFHRISRUWUDLWVDQGPLUURUVPDGe 
                                                 
5
 Phillip Vannini, Dennis Waskul and Simon Gottschalk, The Senses in Self, Society, and Culture: A 
Sociology of the Senses (Abingdon and New York: Routledge, 2012), pp.44, 42. 
6
 David Howes and Constance Classen, Ways of Sensing: Understanding the Senses in Society 
(Abingdon and New York: Routledge, 2014), p.66. 
7
 Howes and Classen, Ways of Sensing, pp.69±70. 
8
 Howes and Classen, Ways of Sensing, p.71. 
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people more aware of themselves as discrete, visually-ERXQGHGHQWLWLHV¶9 The mirror, 
then, becomes a key conduit for the formation of individual identity as part of the 
state and society, promoting visuality while negating other sensorial schemes such as 
WRXFKWKURXJKWKHIRUPDWLRQRIµFRUSRUHDOERXQGDULHV¶  
However, when faced with the invisible body, the mirror, now empty, presents 
D FKDOOHQJH WR WKH IRUPDWLRQRI µERGLO\ERXQGDULHV LQPRGHUQLW\¶. Sabine Melchior-
Bonnet, in her cultural history of the mirror in art, literature and philosophy, 
understands the empty mirror as a primarily twentieth-century manifestation, 
FRPSOLFDWLQJHQOLJKWHQPHQWHQFRXQWHUVZLWKWKHPLUURULQZKLFKDµVXSUHPHFRQFHUQ
ZLWK DSSHDUDQFH >«@ VLJQDOHG D PDVWHU\ RYHU WKH VHOI¶10 For Melchior-Bonnet, the 
empty mirror exemplifies a condition wherein the self-studying individual 
 
may also leave the reassuring boundaries of known models and discover a 
strange and troubling representation of himself in which he perceives traces of 
the radical other, and where his awareness of himself becomes troubled and 
alienated.11 
 
In imagery in which the reflectioQ µGLVLQWHJUDWHV RU GLVDSSHDUV¶ Melchior-Bonnet 
ZULWHVWKDWµWKHIUDJLOHEULGJHOLQNLQJWKHLQQHUDQG exterior worlds is thus broken¶.12 It 
is in this context that the mirror within invisible body cinema, as both purveyor and 
problematiser of socialised identity, plays such a crucial role. 
  If, as described in Chapter Two, the chaotic public exposure of the invisible 
body is a defining feature of the 1933±1951 cycle of invisible body cinema, it is 
notable that, in the films concerned, the exposure of invisible flesh is often repeated in 
a more precise manner when in private. When, in The Invisible Man (James Whale, 
1933), the secluded Griffin slowly undresses in front of the mirror, revealing no 
bodily reflection, the silence punctuated only by the distant sounds of a chiming clock 
and the bark of a dog, the scene speaks of a complex sense of subjectivity (fig. 4.7). 
The sequence has no direct parallel in the source novel, though the mirror is similarly 
important to :HOOV¶Vconception of the invisible body. Where the 1933 film adaptation 
reserves visual disclosure of its SURWDJRQLVW¶V body until the climactic post-mortem 
                                                 
9
 Howes and Classen, Ways of Sensing, p.71. 
10
 Sabine Melchior-Bonnet, The Mirror: A History, trans. by Katharine H. Jewett (New York and 
London: Routledge, 2001), p.2. 
11
 Melchior-Bonnet, The Mirror, p.6. 
12
 Melchior-Bonnet, The Mirror, p.247. 
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UHDSSHDUDQFH :HOOV¶V text foreshadows that final trauma as Griffin describes the 
physical torment of his body becoming invisible: 
 
I had not expected the suffering. A night of racking anguish, sickness and 
fainting. I set my teeth, though my skin was presently afire, all my body afire; 
EXW , OD\ WKHUH OLNH JULP GHDWK >«@ 7KHUH ZHUH WLPHV ZKHQ , VREEHG DQG
groaned and talked. But I stuck to it. I became insensible and woke languid in 
the darkness. >«@,WKRXJKW,ZDVNLOOLQJP\VHOI and I did not care. (IM 100) 
 
The ensuing disappearance is a difficult transformation, described in terms of material 
instability, the body¶VYLVXDOLW\ assuming various attributes as it gradually vanishes. 
Observing the change in µthe looking-JODVV¶ ± disappearing before his own eyes ± 
Griffin sees hLPVHOI DV µZKLWH VWRQH¶, then soon DSSHDULQJ µDVFORXGHGJODVV¶EHIRUH
µP\ OLPEV EHFDPH JODVV\¶ IM 100). At the last, DV KH µVWDUHG DW QRWKLQJ LQ P\
shaving-JODVV¶KHVHHVWKDWµDQDWWHQXDWHGSLJPHQWVWLOOUHPDLQHGEHKLQGWKHUHWLQDRI
my eyes, fainter than mist. I had to hang on to the table and press my forehead to the 
glass¶ IM 100). He then disappears entirely. These seemingly substantial changes, 
passing from stone to glass to mist, suggest a transformation that is more than merely 
visual in its nature: the physical properties of the invisible body appear to become 
alchemically unstable in their constitution, even seeming to merge with the mirror as 
Griffin loses his balance. Rather than being an actual physical metamorphosis into 
stone, glass or mist, however, it is *ULIILQ¶V self-perception of the nature of his 
embodiment that is transformed, and, with it, his perception of his own identity. As 
such, the disruption of visual identity in the mirror marks the beginning of the 
LQYLVLEOH PDQ¶V PRYHPHQW towards a destabilised social and sensory identity: the 
private loss of his visual reflection instituting a social suicide ± µ, WKRXJKW , ZDV
NLOOLQJP\VHOIDQG,GLGQRWFDUH¶± with very public consequences. 
(FKRLQJ ERWK :HOOV¶V YLYLG GHVFULSWLRQ RI *ULIILQ¶V LQLWLDO GLVDSSHDUDQFH DV
mediated through his reflection, and the spectacular mirrored exposure of invisibility 
in the film adaptation, subsequent films in the Universal cycle reproduce such 
moments, demonstrating WKHLQYLVLEOHERG\¶VODFNRIUHIOHFtion as a key signifier for 
the unsettling of identity. The Invisible Man Returns (Joe May, 1940) avoids the 
complexity of LWV SUHGHFHVVRU¶VTXDGUXSOH-exposure matte effects, instead producing 
an implied POV shot of its protagonist reflected in the mirror, creating a subtly 
dislocated sense of identification (fig. 4.8). As he subsequently disrobes and 
disappears, this scene is witnessed, via the mirror, by his horrified fiancée, who faints, 
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VR WRR PDUNLQJ WKH LQYLVLEOH PDQ¶V XQGUHVVLQJ DV D OHZG WUDQVJUHVVLon of societal 
decency (fig. 4.9). In Invisible Agent (Edwin L. Marin, 1942), the invisible man sits in 
front of a mirror in order to observe his own reappearance as he smothers his skin in 
µFROGcream¶. The mirror, here, is used as part of a direct POV shot, where the camera, 
LQ LWVJXLVHDV µLQYLVLEOHREVHUYHU¶performs both as mirror and as viewpoint of the 
self-observing invisible man (fig. 4.10). Similarly, the first action of the newly 
invisible man of 7KH,QYLVLEOH0DQ¶V5HYHQJH (Ford Beebe, 1944), after he wakes to 
ILQGWKDWµP\KDQG LW¶VJRQH¶ is to look in vain for his reflection, feeling for his 
invisible face with invisible fingers (fig. 4.11). Later, after murderously, and 
vampirically, reacquiring his visibility through blood transfusion ± and with it a newly 
µrespectable¶ social identity ± he begins to disappear in public and rushes to find a 
mirror in which to witness his relapse (fig. 4.12). In this way, the loss of visual 
identity, again, becomes a metaphor for a sense of social uncertainty. 
In each of these described cases the mirror, an ostensible site of visual 
reproduction, becomes ± when confronted with the invisible body ± a defining site of 
disappearance: bodily invisibility marked as that which must be (un)VHHQZLWKRQH¶V
own eyes. Faced with the empty mirror, the invisible individual commits to a kind of 
soul searching, connecting with the figure of the vampire, whose own lack of 
reflection denotes the lack of a soul. The repetition of such moments continually 
draws the invisible body away from contexts of magic and experiment, of fantasy and 
science fiction, emphasising instead domestic settings and everyday practices. In 
contemporary cinematic contexts that are unconcerned with the invisible body, the 
imagery of the empty mirror or otherwise inscrutable reflection is likewise potent. In 
both versions of Der Student von Prag [The Student of Prague] (Hanns Heinz Ewers 
and Stellan Rye, 1913; Henrik Galeen, 1926), the poor student and swordsman 
%DOGXLQ¶V losing control of his reflection impedes his movement in love and society 
and results in his having to kill his reflection and so himself (figs 4.13 and 4.14).13 
Similarly, in Spellbound (Alfred Hitchcock, 1945), amnesiac John Ballantyne 
*UHJRU\ 3HFN ZKR UHIHUV WR KLPVHOI DV µ-RKQ %URZQ¶ DIWHU SRVLQJ DV KLV RZQ
PXUGHUHG SV\FKRDQDO\VW 'U $QWKRQ\ (GZDUGHV GHVFULEHV KLV FRQGLWLRQ WR EH µOLNH
ORRNLQJLQDPLUURUDQGVHHLQJQRWKLQJEXWWKHPLUURU>«@,GRQ¶WNQRZZKR,DP¶ 
                                                 
13
 Such matters of problematic reproduction and representation are also contemporaneously addressed 
in paintings such as 5HQp0DJULWWH¶VLa Reproduction interdite (Not to be Reproduced, 1937, Museum 
Boijmans Van Beuningen, Rotterdam). 
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The empty mirror thus expresses problematic self-interrogation: the isolated visual 
sense marked as an insufficient means of µNQRZLQJ RQHVHOI¶. In this way, such 
sequences suggest a revised modern economy both of introspection and of sensation. 
 
Doubling the invisible body 
The central role of the empty mirror in the imagery of the invisible body expresses 
challenges to visual representation, and through this metaphorical trope reflects an 
instability in individual identity. The seemingly malfunctioning mirror promotes 
doublings and splits. Such can be understood in the Universal cycle of films through 
the difficulties in recognising the precise relationship between one invisible man and 
another. If the conclusion of The Invisible Man depicts a character who is subject to 
visual return only in death, the sequelisation of that film ± and the appearance of 
numerous derivatives ± seems to complicate the notion of µUHWXUQ¶, as the cycle of 
sequels accommodates both the multiplication and fragmentation of the character of 
µ*ULIILQ¶QDPHGDVµ-DFN*ULIILQ¶LQWKDWILUVWILOm. Despite its title, The Invisible Man 
Returns does not depict the same invisible man. There is a Griffin, Dr Frank Griffin 
(John Sutton), described as the brother of the Griffin previously known, and who 
derives his invisibility procedure from his brotheU¶V UHVHDUFK, though this Griffin is 
not the man who becomes invisible.14 Rather, he performs the procedure on Geoffrey 
Radcliffe (Vincent Price), wrongly imprisoned for the murder of his own brother, and 
for whom invisibility facilitates both liberty and the reckoning of those responsible for 
that crime and his framing. Much of the story echoes that of the first film, with the 
disguised invisible man struggling with insanity and being badly wounded by the 
police. A key difference is thus the original character¶V division into two constituent 
parts: on the one hand, that of the producer of invisibility, Dr Frank Griffin; on the 
other hand, the body made invisible, that of Geoffrey Radcliffe. Thus begins a series 
of multiplications and divisions of the figure of Griffin across the series of sequels. 
The title character in the propaganda-heavy Invisible Agent, who is both 
inheritor and subject of the invisibility formula, is also named Frank Griffin, though is 
first identified using the name Frank Raymond. The script makes )UDQN¶V SUHFLVH
                                                 
14
 7KH -DFN *ULIILQ RI :KDOH¶V ILOP LV KHUH UHIHUUHG WR E\ WKH PRUH IRUPDO QDPH -RKQ *ULIILQ DV
evidenced in a poliFHILOHZKLFKLQFOXGHVDSKRWRJUDSKLFSRUWUDLWRI&ODXGH5DLQVDORQJZLWK*ULIILQ¶V
set of fingerprints. 
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relationship with the Griffins of the previous two films deliberately ambiguous, as an 




Baron Ikito:  No, no, no. It was his grandfather, Frank Griffin. 
Conrad Stauffer: Yes, yes, of course. Frank Griffin Senior. Shot by the police. 
 
In 7KH ,QYLVLEOH 0DQ¶V 5HYHQJH, the main character Robert Griffin, who has no 
apparent relationship with any of the preceding Griffins, is turned invisible by a Dr 
Drury (who speaks partly using expository dialogue lifted directly from Griffin in 
:HOOV¶VQRYHO5REHUW*ULIILQLVE\WXUQVNQRZQILUVWO\DVDQ identity-less amnesiac, 
then as Robert Griffin, Rob Griffin, Bob Griffin, and, finally, Mr Field, the name he 
adopts once returned to visibility. In addition to the film¶V similarity in title to that of 
the first sequel, particularly confusing is the fact that the apparently unrelated Frank 
Griffin in Invisible Agent and Robert Griffin in 7KH,QYLVLEOH0DQ¶V5HYHQJH are both 
played by the actor Jon Hall, sporting a marginally distinguishing moustache in the 
later film. The uncertain heritage of tKLVFRQIXVLRQRILGHQWLWLHVRIµWKHLQYLVLEOHPDQ¶
testifies to the pervasive theme of problematic reproduction that the invisible body 
endures, with no proper evidence that any of the men have been directly reproduced 
by their antecedents. 
The situation is exacerbated in the shifting UHODWLRQVKLSVEHWZHHQµ*ULIILQ¶DQG
µWKHLQYLVLEOHPDQ¶DVHither producer or recipient of invisibility, who in some cases 
are the same person, while in others the roles are split or reversed. This baffling 
lineage is further intensified in the repeated use ± in these films, and in popular 
culture since ± of the teUPµthe LQYLVLEOHPDQ¶DVLQJXODU WHUPWKDWXVHVWKHGHILQLWH
article to describe a plural category of multiple figures. The invisible man thus 
emerges from the cycle as a peculiar figure, whose multiple identities, in the absence 
of stable authenticating images, merge together, Griffins and non-Griffins alike, 
SURGXFHUV DQG HPERGLPHQWV RI LQYLVLELOLW\ DOO 7KH IUDXJKW QDWXUH RI µUHSURGXFWLRQ¶
that is implied throughout the series, in terms of both the visual reproduction of the 
LQYLVLEOH ERG\¶V LPDJH DQG the biological reproduction of the invisible body itself, 
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contributes further to the insecurity of identity, authenticity and sensoriality at the 
heart of the series.15 
 
Empty mirrors 
In his influential 1949 paper, the psychoanalyst Jacques Lacan understands a 
relationship with the mirror as concerned with the institution of a stable social 
identity, describing µWKH PLUURU VWDJH as an identification¶ LQ WKH SV\FKRDQDO\WLFDO
VHQVH RI µWKH WUDQVIRUPDWLRQ WKDW WDNHV SODFH LQ WKH VXEMHFW ZKHQ KH DVVXPHV DQ
imagH¶16 /DFDQVXJJHVWVWKDWµWKHPLUURU-image would seem to be the threshold of the 
YLVLEOHZRUOG¶GHVFULELQJ WKHPLUURUVWDJHDV µDGUDPD>«@ZKLFKPDQXIDFWXUHV IRU
WKH VXEMHFW >«@ WKH DVVXPSWLRQ RI WKH DUPRXU RI DQ DOLHQDWLQJ LGHQWLW\ ZKLFK ZLOO
mark with itVULJLGVWUXFWXUHWKHVXEMHFW¶VHQWLUHPHQWDOGHYHORSPHQW¶17 If the mirror 
promises the fuller YLVLELOLW\ RI RQH¶V RZQ ERG\ DQG VR D IXOOHU XQGHUVWDQGLQJ RI
RQH¶VRZQsocial self, in these cinematic depictions I have described the medium of 
the empty mirror collapses together body and self in invisibility, conjoining a 
problematic sense of social selfhood and identification with a problematic mode of 
representation. 
Writing on the empty mirror, Melchior-Bonnet VXJJHVWVWKDWµ>V@ight, without 
desire, leaYHVWKHPLUURUHPSW\¶ 
 
The divided self looks at itself, but it does not see itself, or no longer 
recognizes itself. It deserts its body and dismisses its reflection in order to 
HVFDSHDSHUVHFXWLQJGRXEOH>«@$JJUHVVLYHPLUURUVHPSW\PLUURUVEOXUUHG
mirrors: these specular disorders always reveal a serious identity crisis. The 
mirror abandons all symbolic operation and the subject no longer tries to 
represent himself. The dynamic of the reflection is reversed and, instead of 
anticipating unity, the reflection returns to an archaic state of psychic 
disorganization, like an anamorphosis whose perspective would be 
inaccessible.18  
                                                 
15
 To add to the confusion, Vincent Price returns to provide the voice of the invisible man when he 
appears in the final moments of Abbott and Costello Meet Frankenstein (Charles T. Barton, 1948). 
Further issues are present in Abbott and Costello Meet the Invisible Man (Charles Lamont, 1951), in 
which the invisible man of the title is entirely unrelated to any of the other invisible men of the other 
filmVWKRXJKWKHVFLHQWLVWZKRXVHVWKHLQYLVLELOLW\IRUPXODUHIHUVWRµLWVGLVFRYHUHU-RKQ*ULIILQ¶ZKR
µZLOOHG PH WKLV IRUPXOD¶ $V KH VSHDNV WKHVH ZRUGV ZH VHH D SRUWUDLW SKRWRJUDSK RI &ODXGH 5DLQV
hanging in his laboratory. 
16
 -DFTXHV /DFDQ µ7KH 0LUURU Stage as Formative of the Function of the I as Revealed in 
3V\FKRDQDO\WLF ([SHULHQFH¶ WUDQV E\ $ODQ 6KHULGDQ LQ Contemporary Critical Theory, ed. by Dan 
Latimer (New York: Harcourt Brace Janovich, 1989), pp.502±509 (p.503). 
17
 /DFDQµ7KH0LUURU6WDJH¶pp.504, 505±506. 
18
 Melchior-Bonnet, The Mirror, pp.257, 258. 
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Melchior-Bonnet connects such imagery with µWKHKRUURURI VHlf-FRQVFLRXVQHVV¶DQG
with IDQWDVLHVRIµORVVHVRIRULJLQYDFLOODWing identities, phantasms of being engulfed, 
labyrinthine spaces, and fears of powerlessneVV DQG GLVPHPEHUPHQW¶ QRWLQJ that 
µFURVVLQJ WKURXJK WKH PLUURU DOVR OHDGV WR WKH LQFRPPXQLFDEOH ± to confusion and 
void. The world loses its intelligibility and, in this chaos, the self perceives its own 
fragmentation.¶ ,Q VXFK D FOLPDWH µ[i]ndifference and decomposition replace the 
KXPDQLVWDLPRI³.QRZWK\VHOI´¶ The empty mirror is, thus, µWKHPLUURUVWDJHWXUQHG
LQVLGHRXW¶19 
At the intersection of relations between the empty mirror, insanity and the 
invisible body is *X\ GH 0DXSDVVDQW¶V 1887 story Le Horla, whose protagonist 
UHIOHFWVXSRQWKHµP\VWHU\RIWKH,QYLVLEOH¶ through an audit of the sensorium: 
 
We cannot fathom it with our miserable senses: our eyes are unable to 
perceive what is either too small or too great, too near or too far from us; we 
can see neither the inhabitants of a star nor of a drop of water; our ears deceive 
us, for they transmit to us the vibrations of the air in sonorous notes. Our 
senses are fairies who work the miracle of changing that movement into noise, 
and by that metamorphosis give birth to music, which makes the mute 
agitation of nature a harmony. So with our sense of smell, which is weaker 
than that of a dog, and so with our sense of taste, which can scarcely 
distinguish the age of a wine! 
 Oh! if we only had other organs which could work other miracles in 
our favor, what a number of fresh things we might discover around us!20 
 
This conception of alternative sensory organs begins tKH FKDUDFWHU¶V obsessive 
anticipation of the evolution of an advanced being, with µD QHZ ERG\ ZKLFK LV
SHQHWUDWHG DQG SHUYDGHG E\ WKH OLJKW¶, bemoaning that µP\ H\HV DUH VR ZHDN VR
imperfect, that they do not even distinguish hard bodies, if they are as transparent as 
JODVV¶21 Isolating himself to stimulate an encounter with such a being, and setting a 
                                                 
19
 Melchior-Bonnet, The Mirror, p.269. Melchior-Bonnet ZULWHV µ7KH PLUURU UHIXVHV WR VXJJHVW WKDW
there is any correlation between the visible and the invisible and denies itself all symbolic function. 
Neuropsychiatrists know that the deterioration of the mirror image is one of the most flagrant signs of 
LQVDQLW\DQGWKDWLQGLIIHUHQFHWRLWLVWKHXOWLPDWHV\PSWRPWKHPLUURUVWDJHWXUQHGLQVLGHRXW¶S
6KHDUJXHVµ)LUVWWKHHPSW\PLUURUDnd then the broken one, becomes a sign of the inadequacy of man 
DQGWKHZRUOG2QO\WKHLUIUDJPHQWVFDQWDNHLQWRDFFRXQWDEURNHQDQGIDOOHQVHOI¶S 
20
 *X\GH0DXSDVVDQWµ7KH+RUOD¶LQA Spectrum Unseen: Invisible Men, Women, and Creatures in 
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brightly lit mirror in order to double the visual field, he senses the presence of this 
invisible body µDOPRVWWRXFKLQJP\HDU¶Dnd views a terrifying sight: 
 
Horror! It was as bright as at midday, but I did not see myself in the glass! It 
was empty, clear, profound, full of light! But my figure was not reflected in it 
± and I, I was opposite to it! I saw the large, clear glass from top to bottom, 
and I looked at it with unsteady eyes >«@; feeling certain, nevertheless, that 
He was there, but that He would escape me again, He whose imperceptible 
body had absorbed my reflection.22 
 
7KLVPRPHQWDU\PDQLIHVWDWLRQRIDQµLPSHUFHSWLEOHERG\¶VXJJHVWVWKHPDGQHVVRIthe 
empty mirror to be part of a multisensory malaise, anticipating the onscreen invisible 
ERG\¶V SRZHU DV DQ DJHQW RI both social and sensory reconfiguration. It is such a 
theme that I shall interrogate in Part Two, as I move to focus upon examples from the 
end of the twentieth century. 
 
 
Two: Mirrors, Touch and Masculine Identity 
 
Unstable masculinities 
The problem of identity and the invisible body is further complicated in The Invisible 
Woman (A. Edward Sutherland, 1940), which spoofs the tropes established in the 
preceding films, playing for laughs the expectation of the invisible body to be 
gendered male.23 7KRVH ILOPV¶ core identity tropes are reproduced here to comic 
HIIHFW WKH GUXJ¶V VLGH-effects concern not madness but drunkenness, with the 
consumption of alcohol prolonging disappearance. The characters and scenario 
GHYLDWH VLJQLILFDQWO\ IURP WKH WHPSODWH DQG WKH ILOP IHDWXUHV QR µ*ULIILQ¶ ILJXUH
though themes of self-DQDO\VLV DQG VKLIWLQJ LGHQWLW\ DUH MXVW DV SRWHQW 7KH ILOP¶V
opening shot combines imagery of shadow and reflection to show its protagonist ± 
out-of-work fashion model Kitty Carroll (Virginia Bruce), who describes herself 
LQLWLDOO\DVµQRWKLQJEXWDQRWKLQJ¶± in silhouette at a dressing table with mirror; her 
silhouette fades away aV WKHILOP¶VJUDQXODU WLWOHFRDOHVFHV LQWR OHJLELOLW\ ILJ4.15). 
Made invisible by an absent-PLQGHG SURIHVVRU WKH FKDUDFWHU¶V ILUVW DFW DIWHU




 As the invisibility producing scientist says when Kitty Carroll arrives to undergo the procedure, after 
DQVZHULQJKLVDGYHUWLVHPHQWµ,H[SHFWHGDPDQEXW\RX¶OOGR¶ 
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disappearing is to look into a mirror, which is shortly thereafter shattered (fig. 4.16). 
7KDW&DUUROO¶VUHIOHFtion later mediates a joyful reappearance ± as she singlehandedly 
disrupts a criminal scheme whilst finding love with a former playboy ± inverts the 
IUDXJKWQDWXUHRIPRVWLQYLVLEOHPHQ¶VFRQIURQWDWLRQVZLWKWKHPLUURUILJ4.17). On 
the other hand, the notional nudity of the invisible woman, whose undressed body is 
partially visualised in sequences where she puts on underwear, enables the bypassing 
of the censoring +D\V &RGH¶V LQVWUXFWLRQV RQ QXGLW\ &RQVHTXHQWO\ WKH SDUWLDO
visibility of the invisible woman¶VERG\ provides a transgression of societal decency, 
her sexualised body becoming the crucial marker of her feminine identity. 
Despite ± or because of ± its female protagonist, The Invisible Woman 
demonstrates a preoccupation with relations between invisibility and qualities of 
maleness. This scheme is most HYLGHQWLQWKHILOP¶VWUHDWPHQWRIDJURXSRIDJJUHVVLYH
hyper-masculine gangsters, whose experience of a failed invisibility procedure affects 
only their vocal chords, raising their vocal pitch and VRXSVHWWLQJWKHSUHFHGLQJILOPV¶
sonic potency of the invisible male body. The botched encounter with invisibility is 
GHVFULEHGE\WKHPHQLQHPDVFXODWRU\WHUPVDVWKH\DVVHUWWKDWWKHLUµSLSHVDUHJRQH¶
Such themes of fragile and mutable physical, psychological, social, sexual and sensual 
identity ± and the cultural construction of such identities ± are ripe in these invisible 
body films.  
Alongside many self-consciously repeated characteristics of the earlier 
invisible man cycle, themes of gender identity and uncertain masculinity find further 
expression in Memoirs, and it is the mirror ± and its relationship with screen media ± 
WKDW LV FHQWUDO WR 1LFN +DOORZD\¶V LQYLVLELOLW\-as-identity-crisis. Into the context of 
+DOORZD\¶VµSULYDWHPHQ¶VFOXE¶24 ± whLFKKHGHVFULEHVDVWKHµVRUWRISODFHUDLOURDG
tycoons and robber barons would hang out at night, eat roast beef, hire the occasional 
ZKRUH GLVFXVV KRZ PXFK WKH\ VWROH WKDW GD\¶ and so casually identifying himself 
with an outmoded, and immoral, patriarchal power ± enters Alice Monroe. She 
appears through a rapid string of successively magnified POV shots that signpost 
                                                 
24
 Memoirs LVPRVWO\VKRWRQORFDWLRQLQ6DQ)UDQFLVFR¶V)LQDQFLDO'LVWULFWSULQFLSDOO\FRQVWLWXWLQJD
collection of skyscrapers built between the 1960s and thH V GXULQJ WKH FLW\¶V ILQDQFLDO ERRP
LQFOXGLQJWKHSURPLQHQW7UDQVDPHULFD3\UDPLG7KHWUDQVSRVLWLRQRIWKHQRYHO¶VDFWLRQWR6DQ
Francisco exacerbates matters of unstable masculinity in the text, as the city is a significant site of the 
emergent LGBT community, and was described in Life PDJD]LQHLQDVWKHµJD\FDSLWDO¶RIWKH86
3DXO:HOFKµ7KH³*D\´:RUOG7DNHVWRWKH&LW\6WUHHWV¶Life, 26 June 1964, pp.68±74 (p.68)). There 
is useful material on this in William Lipsky, Gay and Lesbian San Francisco (Chicago and San 
Francisco: Arcadia, 2006). 
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+DOORZD\¶VSRWHQWGHVLURXVJD]H IURPZKLFK$OLFHDYHUWVKHURZQ ILJ 4.18). Her 
role as idealised fantasy figure is marked by her name ± amalgamating Alice in 
Wonderland and Marilyn Monroe ± and by her statuesque posture, long blonde hair, 
and virginal white wardrobe.25 +DOORZD\¶VREYLRXVDWWUDFWLRQWR$OLFHDVVKHWDONV± 
KHOHHUVDWWKHZRUGµSULPLWLYH¶ZLGHQVKLVH\HVDVVKHGHVFULEHVWKHµYLUJLQ¶$PD]RQ
UDLQIRUHVWVPLOHVZKHQVKHVXJJHVWVDEDVNHWEDOOWHDPZLOOJRµDOOWKHZD\¶DVH[XDO
PHWDSKRU KRPRSKRQRXV ZLWK +DOORZD\¶V VXUQDPH ± cuts to an intimate clinch 
between the two in what at first appears to be a private bedroom, though which is 
DFWXDOO\WKHODGLHV¶WRLOHW'HVFULELQJWKHLUHPEUDFHDVµIRUHSOD\¶+DOORZD\LQWHQGVWR
engage in sexual intercourse, semi-jokingly invoking the language of prostitution 
µZKDWGR,RZH\RX"¶WRZKLFKVKHUHSOLHVµ\RXFRXOGQ¶WDIIRUGLW¶%XW$Oice is no 
µRFFDVLRQDOZKRUH¶DQGZRXOGUDWKHUµQRWGRDQ\WKLQJFKHDSDQGPHDQLQJOHVV¶In this 
way, Alice therefore undercuts the usual predatory sexual motives of Halloway, 
forcing him to reassess his bachelor identity.  
+DOORZD\¶V entry into the arena of invisibility ± described by him at one point 
WR EH µ$OLFH¶V IDXOW¶ ± is a visual manifestation, then, of anxieties that can only be 
resolved, it is suggested, through entry into a family unit. When Halloway jokes about 
VWDUWLQJµDIRVWHUKRPHIRUSRRUNLGV«JLUOVPRVWO\«ODWHWHHQVHDUO\WKLUWLHV,QHHG
DIDPLO\¶WKHUROHRISUHGDWRU\SOD\ER\VOLSVWRUHYHDOXQGHUO\LQJLQVHFXULWLHV+HUH
exterior invisibility exaggerates unsettled psychological interiority, revealing 
+DOORZD\¶VVWDWXVDVDµfinancial VHFXULWLHVDQDO\VW¶± part of the testosterone-driven, 
male-dominated financial sector ± as symbolic of his predicament. This search for 
familial, sensual and sexual security drives the narrative, in which Halloway proceeds 
to analyse and secure his own identity, transforming from ladies man to family man. 
The morning after meeting Alice, Halloway reluctantly (and improbably, 
given his occupation) attends a lecture ± at the Magnascopics scientific facility, 
ORFDWHG LQ WKH ILFWLRQDO µ6DQWD 0LUD¶26 ± RQ µPDJQHWLVP¶ WKH WRSLF RVWHQVLEO\
                                                 
25
 The actor Daryl Hannah was by this point associated with a range of popular fantasy figures of 
femininity, having played: the android Pris in Blade Runner 5LGOH\6FRWWGHVFULEHGDVDµEasic 
SOHDVXUHPRGHO¶DQGDWRQHSRLQWLQGLVWLQJXLVKDEOHIURPDIDVKLRQPDQQHTXLQWKHPHUPDLG0DGLVRQLQ
Splash (Ron Howard, 1984); the Cro-Magnon orphan Ayla in The Clan of the Cave Bear (Michael 




RSWLFDOFRQQRWDWLRQVHPSKDVLVHG ,WV ORFDWLRQ LQ µ6DQWD0LUD¶ D QDPHXVHGHOVHZKHUH LQ&DUSHQWHU¶V
films) UHIHUVWR-DFN)LQQH\¶VILFWLRQDOVHWWLQJRIKLVQRYHOThe Body Snatchers, and its subsequent 
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GHVFULELQJ WKH VFLHQWLILF SKHQRPHQRQ EXW FOHDUO\ V\PEROLVLQJ +DOORZD\¶V FULVLV RI
µDQLPDOPDJQHWLVP¶KLVXQVWDEOHVH[XDOLGHQWLW\$IWHUIDOOLQJDVOHHSLQWKHGDUNHQHG
theatre space, Halloway wakes and goes searching for a toilet, wandering mystified 
WKURXJKODE\ULQWKLQHFRUULGRUVEHIRUHDVNLQJIRUGLUHFWLRQVWRµDPHQ¶VURRP¶$VWKH
man giving the directions points, he spills coffee over a computer console, which 
malfunctions. Halloway departs, oblivious to having inadvertently caused the accident 
that will render him invisible: a chain reaction that will transform the Magnascopics 
EXLOGLQJ LQWR D VLWH RI YLVXDO DQG µPROHFXODU¶ LQVWDELOLW\27 In lieu of a toilet, the 
µPHQ¶VURRP¶WKDW+DOORZD\ILQGVLVDURRPOLQHGZLWKPLUURUV (fig. 4.19). He closes 
its mirrored door ± facing off against his own image for the final time ± removes his 
sunglasses and lies back in a sauna, a sequence intercut with sirens and flashing 
PRQLWRUVVWDWLQJµ(0(5*(1&<¶µ:$51,1*¶DQGµ&5,7,&$/)$,/85(¶ terms 
WKDWVLJQLI\+DOORZD\¶VPDVFXOLQHLGHQWLW\FULVLV%DFNLQWKHDXGLWRULXPWKHVFUHHQ
fails and the audience ± predominantly, like Halloway, white men in suits with 
overcoats and briefcases ± panic, running in terror from the building, though the 
sleeping Halloway remains insensible to the sirens that resound around the evacuated 
facility. With one occupant, the priapic building fizzes as a pulsing phenomenon 
ripples across its surface to thunderous aural accompaniment, surface rifts issuing 
intense light that resembles the auto-ignition of the film base itself (fig. 4.20). 
+DOORZD\¶VXQFRQVFLRXVERG\VSOD\HGRXWWRILOO WKHZLGHVFUHHQIRUPDWLVLQWHQVHO\
illuminated, then enveloped entirely by a white field that fills the screen for a full five 
seconds (fig. 4.21). 
The initial disappearance of Halloway sets the tone for Memoirs¶ metaphor of 
catastrophic male LQYLVLELOLW\7KHVDXQDVLWH,ZRXOGDUJXHHYRNHVWKHµVZHDWORGJH¶
so celebrated as a site of reconstructed and renewed masculinity by the mythopoetic 
PHQ¶VPRYHPHQWRI WKHV±1990s, led, to some degree, by the poet Robert Bly. 
%O\¶V LQIOXHQWLDOERRN Iron John: A Book About Men (revised in 2001 as Iron 
John: Men and MasculinityEHPRDQVWKHSUROLIHUDWLRQRIWKHµVRIWPDOH¶LQWKHZDNH
of second-wave feminism, and seeks to reassert a certain patriarchal community and 
                                                                                                                                            




KDGQRWKLQJ WRGRZLWK LQYLVLELOLW\¶ WKXV IUDPLQJWKHSKHQRPHQRQQRWDVDGLVFHUQDEOH WHFKQRORJLFDO
effect, but rather as endemic to Halloway himself: an internal impulse specific to his individual, 
insecure state of mind, and to his sexuality. 
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confidence amongst its readership.28 Bly also identifies the mirror as a potent object, 
interpreting a passage from the brothers *ULPP VWRU\ µ,URQ -RKQ¶ LQ ZKLFK DQ
adolescent ER\LVSUHRFFXSLHGZLWKµJD]LQJDWWKHUHIOHFWLRQRIKLVIDFHLQWKHZDWHU¶.29 
As Bly writes: 
 
when we do look into our own eyes, whether we do that staring into a mirror, 
or into a pond surface ± we have the inescapable impression, so powerful and 
astonisKLQJWKDWVRPHRQHLVORRNLQJEDFNDWXV>«@TXHVWLRQLQJVHULRXVDOHUW
and without intent to comfort; and we feel more depth in the eyes looking at us 
than we ordinarily sense in our own eyes as we stare out at the world.30 
 
Bly understands the mirror to WHVWLI\ WR µWKH H[LVWHQFH RI WKH LQWHULRU VRXO¶ DQG
FRQWHQGVWKDWµWKHSHUVRQZKRJD]HVLQWKHPLUURUUHFHLYHVDQDZDUHQHVVRIKLVRWKHU
half, his shadow, or hidden man; awareness of that hidden man is a proper aim for all 
LQLWLDWLRQ¶31  
The centring of +DOORZD\¶VLQYLVLELOLW\DURXQGWKHPLUURUFRQQHFWVZLWK%O\¶V
conception of the reflection as a key ingredient in the psychology of masculine ritual. 
6XFK LGHDVDUHGHVFULEHGE\/\QQH6HJDODVDPRQJVW µDGLYHUVLW\RI³PDVFXOLQLWLHV´
jostl[ing] to present tKHPVHOYHVDV WKHDFFHSWDEOHIDFHRIWKHQHZPDOHRUGHU¶ LQ WKH
1990s.32 6HJDOVKRZVKRZµVRPHPHQKDYHIRXQG>«@WKHSRVVLELOLW\RIDGDSWLQJWR
WKHFKDQJHVLQZRPHQ¶VOLYHV>«@E\DGMXVWPHQWV>WRWKHLURZQOLYHV@ZKLFKDOORZIRU
a new loosening up of masculinities while leaving older privileges and power 
UHODWLRQV LQWDFW¶.33 Such notions are reflected in +DOORZD\¶V first meeting with the 
overbearing Jenkins ± FRGHQDPHGµ6FRUSLRQ¶± where the former rejects the offer of 
µD FRPSOHWHSK\VLFDOZRUNXS¶E\ declaring that µ,¶G MXVW as soon not have my balls 
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 Robert Bly, Iron John: Men and Masculinity (London: Ebury Press, 2001), p.2. 
29
 -DFRE DQG :LOKHOP *ULPP µ7KH 6WRU\ RI ,URQ -RKQ¶ WUDQV E\ 5REHUW %O\ LQ %O\ Iron John, 
pp.255±266 (p.258). 
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 Bly, Iron John, pp.50±51. 
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 Bly, Iron John, pp.31, 52. 
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 Lynne Segal, Slow Motion: Changing Masculinities, Changing Men, rev. edn (London: Virago, 
1997), p.293. 
33
 Segal, Slow Motion, p.294. 
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Tactility, empathy and µthe other¶ 
In tandem with Memoirs¶ WKHPHVRIXQVWDEOH VRFLDO LGHQWLW\ are a range of unstable 
VHQVRU\ PDWWHUV PRVW SDUWLFXODUO\ LQ WKH LPPHGLDWH ZDNH RI WKH ERG\¶V ILUVW
disappearance. After awakening, the disoriented Halloway panics as his handling of a 
cup reveals his hand to be invisible, directing his horrified attention towards his lack 
of mirrored reflection (fig. 4.22 7KH KDQG¶V UROH DV WKH ILUVW UHSUHVHQWDWLYH RI the 
invisible body here foregrounds such a ERG\¶V SURSHQVLW\ IRU D SDUWLFXODU VW\OH RI
tactile intercourse. To be reassured of the physical persistence of his organ of touch, 
Halloway feels one invisible hand with another, an invisible touch rendered visible 
RQO\ WR WKH ILOP¶V DXGLHQFH ILJ 4.23). With this action ± ascertaining if he is still 
there, and still himself ± Halloway encounters himself simultaneously as both subject 
and object. This scene thus illustrates Merleau-3RQW\¶VPHWDSKRU in The Visible and 
the Invisible for the relationship between vision and the visible world as that of one 
hand touching the other, through which can be found a powerful sense of the 
µHQFURDFKPHQW LQIULQJHPHQW >«@ EHWZHHQ WKH WDQJLEOH DQG WKH YLVLEOH¶34 Such 
LQWHUPLQJOLQJ EHWZHHQ YLVLRQ DQG WRXFK LQ µWKH touching itself, seeing itself of the 
ERG\¶LVGHYHORSHGby Merleau-Ponty in relation to the mirror, as he GHFODUHVWKDWµWKH
PLUURULVDQH[WHQVLRQRIP\UHODWLRQZLWKP\ERG\¶35 
This notion connects with aspects of Merleau-3RQW\¶V  HVVD\ µ(\H DQG
0LQG¶LQZKLFKhe suggests that: 
 
More completely than lights, shadows, and reflections, the mirror image 
anticipates, within things, the labor of vision. Like all other technical objects 
>«@ WKHPLUURUKDV VSUXQJXSDORQJ WKHRSHQFLUFXLW between the seeing and 
WKHYLVLEOHERG\(YHU\WHFKQLTXHLVDµWHFKQLTXHRIWKHERG\¶LOOustrating and 
amplifying the metaphysical structure of our flesh. The mirror emerges 
because I am a visible see-er, because there is a reflexivity of the sensible; the 
PLUURU WUDQVODWHV DQG UHSURGXFHV WKDW UHIOH[LYLW\ >«@ 7KH PLUURU¶V SKDQWRP
draws my flesh into the outer world, and at the same time the invisible of my 
body can invest its psychic energy in the other bodies I see.36 
 
Although, in Memoirs, the work of the mirror, now disturbingly empty, expresses 
+DOORZD\¶V inability to invest himself in social relations with those around him, the 
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 Maurice Merleau-Ponty, The Visible and the Invisible, trans. by Alphonso Lingis (Evanston: 
Northwestern University Press, 1968), p.134. 
35
 Merleau-Ponty, The Visible and the Invisible, pp.249, 255. 
36
 Maurice Merleau-3RQW\ µ(\H DQG 0LQG¶ The Merleau-Ponty Aesthetics Reader: Philosophy and 
Painting, ed. by Galen A. Johnson (Evanston: Northwestern University Press, 1993), pp.121±149 
(pp.129±130). 
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film shows that it is in spite of his invisibility, or perhaps because of it, that he thrives 
in his relationship with Alice, who protects him when he is at his most vulnerable and 
through whom he develops a nuanced and socialised relationship with his own extra-
visual senses. 
The comingling and destabilising of socialised and sensory identities is 
expressed in Memoirs in a number of scenes. In order that the two can go out to 
dinner together in public, Alice applies FRVPHWLFPDNHXSWR+DOORZD\¶VLQYLVLEOHIDFH
stroking its contours into visuality to starkly communicate its tangible three-
dimensionality, delicately fleshing out ± and feminising ± +DOORZD\¶V IHDWXUHV ILJ. 
4.24). Fully made up and intensely visible ± with whitened teeth, synthetic wig, and 
fashionable new clothes ± Halloway is sanitised, resembling the generic catalogue 
PRGHO ORRNV RI WKH .HQ GROO WR $OLFH¶V %DUELH ILJ 4.25). This is just one of 
+DOORZD\¶V numerous attempts to evolve ± RU µORRVHQ XS¶ ± his masculine persona 
through the reinvention of his visible appearance, with other outfits including both the 
bandages and dressing gown of ¶V The Invisible Man and those of socially 
marginalised figures such as a vagrant and an African taxi driver. The idealised 
costume that Alice produces for Halloway, however, cannot contain the tumult of his 
identity crisis: a grotesque bestial snarl manifests as he wipes his mouth with a 
napkin, his observation of polite social customs inadvertently revealing the markings 
of an obscene appetite that is too much for the distressed Alice, who demonstrates 
throughout a purity incompatible with this kind of pollution (fig. 4.26). 
The matter of disgust is addressed directly when a shower of rain interrupts 
the likely separation of the couple, rendering Halloway partially visible. Alice 
GHVFULEHV WKH LQGHILQLWH VLJKW RI +DOORZD\¶V ERG\ WR EH µEHDXWLIXO¶ WKH GRZQSRXU D
soft revealing that opposes themes of disgust with a cleansing purification of 
+DOORZD\¶VERG\DQGPLQd: a romantic moment that exploits the association of water 
and femininity whilst undermining the protective raincoats worn by so many men in 
this film (fig. 4.27). As the panicking Halloway tries to brush the rain away, a 
reassuring Alice instigates a passionate kiss. Her touching of his wet face cuts to a 
post-FRLWDOLPDJHRIWKHWZRLQDPRWHOURRPVKRZQZLWK+DOORZD\¶VLQYLVLEOHERG\
just as visible to the audience as the body of Alice, a sense of visual and tactile 
equality emphasised as they stroke eDFKRWKHU¶VVNLQILQJHUVHQWZLQHGILJ4.28). 
What emerges, then, from this particular depiction of an invisible body is a 
VHQVLELOLW\ WKURXJK ZKLFK WKH LQYLVLELOLWLHV RI WRXFK DOORZ IRU DQ LQGLYLGXDO¶V
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recognition of and by an other. Such a mode of tactility connects with the philosopher 
(PPDQXHO /HYLQDV¶s FRQFHSW RI µWKH FDUHVV¶ H[SODLQHG WR EH DQ HURWLF PRGH RI
FRQWDFWWKDWµWUDQVFHQGVWKHVHQVLEOH¶37 EXWWKDWLVDOVRµDPRGHRIWKHVXEMHFW¶VEHLQJ




How, in the alterity of a you, can I remain I, without being absorbed or losing 
myself in that you? How can the ego that I am remain myself in a you, without 
being nonetheless the ego that I am in my present ± that is to say, an ego that 
inevitably returns to itself? How can the ego become other to itself?39  
 
Mark Paterson argues that, IRU/HYLQDVWKHFDUHVVLVµPRUHDERXWDQRULHQWDWLRQWRDQ
³RWKHU´VXEMHFW LQJHQHUDO WKDQ WKHVWUDLJKWIRUZDUGVHQVDWLRQRI WRXFK¶DQG WKDW µWKH
FDUHVVDOORZVDPRUHHWKLFDOVHQVLELOLW\OHWWLQJWKHRWKHUEH¶40 In this way, the caress 
serves as a means oIUHFRJQLVLQJWKHµRWKHU¶DVQRWMXVWDQREMHFWWKHUHWREHXVHGRU
absorbed inWRWKHVXEMHFW¶V LGHQWLW\,QVWHDGWKHRWKHU¶VGLIIHUHQFHremains, the caress 
providing a sensual orientation towards the other in which equality is foregrounded: 
an ethics of sensuality.   
As previous chapters have argued, the sensory confluence that can be observed 
in cinematic depictions of the invisible body is redolent of cross-modal schemes of 
synaesthesia. It is something of a sympathetic synaesthesia that the moral philosopher 
Adam Smith describes in his 1759 chapter µ2I6\PSDWK\¶ 
 
When we see a stroke aimed and just ready to fall upon the leg or arm of 
another person, we naturally shrink and draw back our own leg or our own 
arm; and when it does fall, we feel it in some measure, and are hurt by it as 
well as the sufferer. The mob, when they are gazing at the dancer on the slack 
rope, naturally writhe and twist and balance their own bodies, as they see him 
do, and as they feel that they themselves must do if in his situation. Persons of 
delicate fibres and a weak constitution of body, complain that in looking on 
the sores and ulcers which are exposed by beggars in the streets, they are apt 
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to feel an itching or uneasy sensation in the correspondent part of their own 
bodies.41 
 
These observations, in which is developed an acute sense of physical connection with 
WKHVXEMHFWRIRQH¶VYLVLRQ DUHH[DFHUEDWHG LQ WKHH[SHULHQFHFDWHJRULVHGDV µ0LUURU
7RXFK6\QDHVWKHVLD¶076ILUVWGLDJQRVHGLQDQGWKDWPRVWVWURQJO\UHVRQates 
with the turn-of-the-century context of unconventional visuality, mirroring and tactile 
sensations that this chapter addresses. MTS describes an experience in which the 
empathic observation of another works as a kind of hapticity, conflating vision and 
touch in a virtual stimulation of the tactile senses. In MTS, the boundaries between 
vision and touch become complicated, and the mirror serves as a metaphor for the 
complication of boundaries between self and other. Cinema has been seen as a 
connective medium that both resonates with and exacerbates the experience of MTS. 
AV(OVDHVVHU DQG+DJHQHUZULWH µWKH FLQHPDPD\ SOD\ DQ LPSRUWDQWSDUW LQKXPDQ
cognitive evolution, when it comes to the origins of empathy, sympathy and affective 
interaction with othHUV¶ DUJXLQJ WKDW µWKH PLUURU LQ WKH FLQHPD¶ FDQ µUHIHU WR WKH
mirror of the other as identified by anthropologists as a component of human identity, 
DJHQF\DQGLQWHUVXEMHFWLYHFRPPXQLFDWLRQ¶42 An empathic sensuality thus comes into 
play in which mirroring becomes a metaphor for understanding, for sympathy, and so 
IRU LQWHUVXEMHFWLYLW\ ,W LV LQ +DOORZD\¶V LQYLVLELOLW\ WKHQ WKDW KH LV DEOe to fully 
regard the other, Alice, and, in sympathy with that other, create a renewed sense of 
intersubjective sensual understanding that does not elide alterity.  
 
Invisible agents of patriarchal power 
Released eight years after Memoirs, Hollow Man constructs a similarly anxious vision 
of the invisible body, centring again upon a forty-something white American male: 
the more overtly narcissistic Sebastian Caine (Kevin Bacon), a precocious scientist 
who illegally submits to his own classified Pentagon experiments to render living 
bodies invisible, a project intended to generate invisible agents of national security. 
The invisible Caine subsequently descends into a destructive cycle of sexual and 
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homicidal offences.43 Unlike the self-conscious Halloway ± a private and reluctantly 
invisible individual who seeks security from a willing female partner whilst 
attempting to evolve his identity ± the immoral, state-sponsored Caine willingly 
disappears, thereafter devolving towards an obscene and uncivilised masculinity. 
Hollow Man¶V Dr Caine ± the name surely referring to the biblical Cain, the first 
murderer, but also to the insanity-LQGXFLQJµPRQRFDLQH¶VHUXPRIThe Invisible Man ± 
is a Dr Jekyll figure, and his invisible incarnation is undoubtedly Mr Hyde: primitive, 
illicit, violently libidinous and ultimately murderous. After raping his neighbour and 
drowning his Pentagon supervisor, Caine seeks to preserve his secret condition by 
killing his team and escaping his military backers, so as to re-enter society as a 
thoroughly uncivilised civilian. He kills all but two of the prime witnesses to his 
invisibility, being ultimately annihilated by his assistant and ex-lover Linda Mckay 
(Elisabeth Shue) ± whose subordinate operational role becomes supervisory when 
Caine becomes a test subject, thus charting a shifting gender dynamic ± and her 
sensitive partner Matthew Kensington (Josh Brolin). As with Memoirs WKH ILOP¶V
ending depicts the resolution of an acceptable social order, in which a happy couple 
walk arm in arm; only here, the oppression of the invisible man has been thoroughly 
eradicated. 
As in Memoirs, invisibility manifests amidst an anxious gender framework, 
while the mirror is a similarly central motif aligning visual abnormality with a 
transformative process of self-interrogation. Caine observes stages of his own descent 
in the mirror, his absent reflection strongly suggestive of a vampiric lack of soul and 
UHPLQGLQJ RI WKH µHPSW\ PHQ¶ RI 76 (OLRW¶V  SRHP µ7KH +ROORZ 0HQ¶ IURP
which the film in part derives its name.44 Before the experiment, Caine looks deeply 
into his own eyes in the mirror, softly touching his face (fig. 4.29); after becoming 
invisible, he breathes on the mirror, sketching his own portrait in the condensation 
with his finger, though the underlying image in the frame is of consenting couple 
Matthew and Linda (fig. 4.307KRXJK&DLQH¶VVXSSRVHGO\WHPSRUDry disappearance 
is viewed as a success, attempts at reappearance fail, and invisibility becomes a 
paralysing and confining condition: a state of exclusion in which Caine cannot modify 
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base impulses, and through which his agency in sensory and social orders is 
diminished, the latter emphasised ± as in Memoirs ± through visual correspondence 
with a similarly cloaked homeless man. Unable to reassert his visual potency, Caine 
FRUUHODWHV LQYLVLELOLW\ZLWK µ1HYHU1HYHU/DQG¶ VLWXDWLQJ WKHFRQGLWLRQDVD]RQHRI 
temporal catalepsy in which a regressive return to the infantile occurs. Awakening 
after a failed attempt at reappearance, a cacophony of animal cries ± low in the ILOP¶V
audio mix ± VLJQSRVW&DLQH¶VGHVFHQW WRZDUGVEHVWLDOLW\ WKH VRXQGWUDFN VZHOOLQJDV
FDJHG LQYLVLEOH FUHDWXUHV EHFRPH ZLOGHU LQ V\PSDWK\ ZLWK &DLQH¶V WHPSHUDPHQW
When covered in a supposedly reassuring latex skin, Caine is told by Linda that he 
µFRXOGalmost SDVVIRUKXPDQ¶(emphasis mine), though the accompanying image of 
his uncanny reflection contrasts starkly with that of the happy couple with whom he is 
preoccupied (fig. 4.31). 
7KRXJK&DLQHFODLPVWREHµDSULVRQHU¶RIKLVLQYLVLELOLW\KHEHJLQVWRDGGUHVV
KLV FRQGLWLRQ DV LI PRXUQLQJ SDWULDUFKDO SULYLOHJH WHOOLQJ /LQGD µ\RX KDYH Qo idea 
ZKDWLW¶VOLNH«WKHSRZHURILWWKHIUHHGRP,FDQ¶WOHWWKDWJR¶,WLVLQWKLVFRQWH[WRI
GLVDSSHDULQJSRZHUWKDW&DLQH¶VLQYLVLEOHWRXFKEHFRPHVHYHUPRUHDJJUHVVLYH, as his 
practices of distal spectatorship begin to collapse into a shocking and imbalanced 
proximal intercourse with those he observes. Frustrated after spying on Linda and 
0DWWKHZ¶VFRQVHQVXDOVH[XDOOLDLVRQ&DLQHNLOOVDEDUNLQJLQYLVLEOHGRJ± symbol of 
familial domesticity ± with his bare hands. He later gropes a sleeping colleague and 
kisses the resistant Linda, whose lips are seen impressed upon by his own (fig. 4.32). 
This kiss reflects similar moments in both Invisible Agent and Memoirs, though in 
these films it is portrayed as comic and romantic respectively (fig. 4.33). In Hollow 
Man, all of WKHVHIRUFHGWDFWLOHHQJDJHPHQWVRFFXUDV329VKRWVLQYLWLQJWKHILOP¶V
VSHFWDWRUV WR LPDJLQH WKHLURZQERGLHV LQKDELWLQJ&DLQH¶VYLVXDOYDFDQF\.45 It is the 
mirror, however, that is central to those scenes in which extreme tactile connections 
express extreme social disconnection. In one particular sequence, Caine appears 
influenced by his own grotesque latex reflection to undress and so sneak unseen to 
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terrorise his neighbour (fig. 4.34). In her pink apartment ± a stereotypically feminine 
space, populated with an abundance of family photographs ± Caine tilts her dressing 
table mirror to displace her reflection, before forcing her onto the bed, the POV 
VFKHPH DJDLQ VXJJHVWLQJ WKH FLQHPDWLF VSHFWDWRU¶V FRPSOLFLW\ ZKLOH D FXW UHQGHUV
invisible the ensuing assault ± a probable rape ± thus marking it as too obscene, but 
also ratifying arguments that the non-visualisation of rape in cinema is a political 
strategy that plays down its male violence against women (fig. 4.35).46 This is far 
away from the consenting caress of Memoirs; as such, this invisible man does not 
respect the subjectivity of the other, and his scopophilic drive propels a predatory and 
destructive tactility, rather than an intersubjective empathic mirroring. The power 
dialectic here only allows for mastery of one over another.   
7KH VHTXHQFHFRQQHFWV VKDUSO\ ZLWKPDQ\RI WKH WKHPHVRI /DXUD0XOYH\¶V
LQIOXHQWLDOHVVD\µ9LVXDO3OHDVXUHDQG1DUUDWLYH&LQHPD¶LQZKLFKVKHGHVFULEHV
µWKH ZD\ ILOP UHIOHFWV UHYHDOV DQG HYHQ SOD\V on the straight, socially established 
interpretation of sexual difference which controls images, erotic ways of looking and 
VSHFWDFOH¶47 If the invisible Caine embodies phallocentric, scopophilic, logocentric 
drives, his voiceless, nameless female victim FDQEHXQGHUVWRRG LQ0XOYH\¶VWHUPV
DV µERXQG E\ D V\PEROLF RUGHU LQ ZKLFK PDQ FDQ OLYH RXW KLV SKDQWDVLHV DQG
obsessions through linguistic command by imposing them on the silent image of 
woman, still tied to her place as bearer of meaning, not maker of PHDQLQJ¶48 Beyond 
0XOYH\¶V VFKHPH RI µREVHVVLYH YR\HXUV DQG 3HHSLQJ 7RPV ZKRVH RQO\ VH[XDO
satisfaction can come from watching, in an active controlling sense, an objectified 
RWKHU¶49 Hollow Man is most concerned with depicting the collapse of a too-rigid 
formulation of patriarchal masculinity, whose distal voyeurism spills over into a 
GDQJHURXVO\ SUR[LPDO SK\VLFDO FRQWDFW WKDW MDUV ZLWK +RZHV DQG &ODVVHQ¶V
FKDUDFWHULVDWLRQ RI WRXFK DV µLQWLPDWH DQG UHFLSURFDO¶ 7KH QRQ-consensual touch of 
this invisible body is sensually and socially destructive, as the visual imbalance of his 
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invisibility precipitates a further imbalance in social tactility.50 The power dynamic of 
the male gaze is here literalised in the forced tactility of sexual violence, the POV shot 
emphasising this configuring of touch as functioning according to the one-way 
structuring of vision. 
The director Paul Verhoeven describes discussions of invisibility in 3ODWR¶V
Republic DV D IRUPDWLYH LQIOXHQFH RQ WKH ILOP¶V SKLORVRSK\ DQG SDUDOOHOV ZLWK the 
µ5LQJRI*\JHV¶ story are clear.51 3ODWR¶VWH[WGUDZVXSRQ+HURGRWXV¶VHDUOLHUVWRU\RI
WKHFRQFHDOHG*\JHV¶VHURWLFVXUYHLOODQFHRIWKHQDNHG4XHHQRI/\GLD, surveillance 
orchestrated by her husband King Candaules, who is then killed and usurped by 
Gyges ,Q3ODWR¶V WH[W WKLVVWRU\ LVPRGLILHGVR WKDW*\JHV¶VDFWLRQVUHVXOW from his 
possession of a ring that renders his body magically invisible. Both texts describe 
state power to centre upon intimate and obscene visual and physical transgressions 
whose ramifications reverberate between the private and the public. In their 
formulations of the troubled invisible male body, both Hollow Man and Memoirs 
similarly mingle frameworks of political, social and sexual transgression. In both 
films, Capitol Hill is prominently visible, its looming dome insisting upon 
problematic relations between the private invisible individual and prevailing 
patriarchal systems ± themselves often invisible ± of national power and identity. Key 
to both films is the equation of the invisible body as an agent, whether unwitting or 
complicit, of dominant ± and so invisible ± patriarchal authority and values. The 
milieu of espionage extends such correspondences, feeding from the James Bondian 
archetype of masculine fantasy, in which the VWDWHDJHQW¶VGHVLJQDWLRQDVµOLFHQVHGWR
NLOO¶UHJLVWHUVhim as a transgressive figure who is able to legitimately perform beyond 
the bounds of normative social legislation, and is just as likely to perform such duties 
with his gun as with his penis.52 
The confluence of invisible secret agents at the end of the twentieth century 
follow a diverse lineage, perhaps beginning with the invisible Siegfried¶V provision of 
secret service ± at court and in bedroom ± to the State of Burgundy. 53 In addition, 
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however, to its facilitation of patriarchal empowerment, the secret agent, as has been 
shown, also serves as an agent of perpetually reconfigured identity, and so as a potent 
cultural expression of late twentieth-century notions of social identity shift. Although 
Memoirs and Hollow Man ultimately show the state, in its desire to control the public 
visual realm, as incapable of containing the multisensory agent of the invisible body, 
the alternative yet interrelated modes of invisible agency in these films are channelled 
to alternative ends. In Memoirs +DOORZD\¶V LQLWLDO VLWXDWLRQ RQ WKH IULQJHV RI KLV
JHQWOHPHQ¶VFOXEDQGWKH6,$± both symbols of the patriarchy ± compels a trajectory 
through which he must either enter fully into this corrupt patriarchal system ± by 
becoming a secret agent ± or move away from it and so become a reconstructed male. 
In choosing the latter, Halloway finds himself, not in the mirror, nor in a renewed 
visuality, but in the multisensory alterity of his embrace with an other, a woman; his 
rHPDLQLQJ KDSSLO\ LQYLVLEOH DW WKH ILOP¶V HQG DWWHVWV WR WKH VLJQLILFDQFH RI WKLV
development. In Hollow Man RQ WKH RWKHU KDQG &DLQH¶V UHSHDWHG GHVLJQDWLRQ DV D
µJHQLXV¶LOOXVWUDWHVKLVVWDWH-sponsored licence to freely express himself ± through the 
medium of deleterious tactile transgression ± as an agent of the political system from 
ZKLFK KH FDQQRW EH GLYHVWHG &DLQH¶V DEVROXWH DEVRUSWLRQ LQWR WKH LQYLVLEOH DQG
intractable register of patriarchal power sees him unable to comprehend the reciprocal 
dynamics of ethical social and sensory existence. 
As with earlier cinema of the invisible body, the motif of the invisible body in 
both Memoirs and Hollow Man emphasises tensions and slippages between vision and 
touch, and in doing so expresses the manifestation of social identity through the 
intertwining texture of people, together in the world, whose intermingling is mediated 
through diverse sensory entanglements. In Part Three, these themes are developed in 
UHODWLRQWRWKHLPDJHU\DQGSURFHVVRIWKHILOPV¶GLJLtal production techniques. 
 
                                                                                                                                            
Second World War screen depictions in which the professional skills of governmental or military 
DJHQWVDUHIDFLOLWDWHGE\WKHLULQKDELWDWLRQRID OLWHUDOO\LQYLVLEOHERG\7KLVWURSHEHJLQVZLWK¶V
Invisible Agent, and continues in a slew of popular television serials. The title figure of the UK series 
The Invisible Man (1958±1959) serves to enforce contemporary British domestic and foreign policy, as 
its invisible protagonist Brady cheerfully ± though unofficially ± assists British Intelligence with 
fighting local crime as well as facilitating illicit incursions into the Soviet Union, Middle East and a 
UDQJHRIILFWLRQDOURJXHVWDWHV6LPLODUWKHPHVDUHDGGUHVVHGIURPD86SRLQWRIYLHZLQ8QLYHUVDO¶V
series The Invisible Man (1975±1976), which was itself reworked as Gemini Man (1976). In such 
narratives, the invisible individual tends to reluctantly supplement national security in the guise of 
secret agent, that category of transgressive voyeur who operates beyond the bounds of normative 
social, political and industrial systems, authorised to commit illegal activities in private, the 
consequences of which may have dramatic public consequences. 
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Three: Sensational Textures of Digital Cinema 
 
Digital materialities 
In production concurrently with Hollow Man ZDV8QLYHUVDO¶V86WHOHYLVLRQDGYHQWXUH
series The Invisible Man (Sci-Fi, 2000±2002), whose eponymous protagonist, Darian 
Fawkes (Vincent Ventresca), is a burglar whose life sentence is commuted with his 
reluctant participation in a secret state experiment. Becoming a secret agent, Fawkes 
has DµJODQG¶implanted in his brain that, when stimulated by fear or sexual arousal ± 
conditions RIµEORRGIORZ¶that he learns to control ± sends his body entirely invisible 
(fig. 4.36). As Fawkes FRQWHVWVWKDWµ,¶YHJRWSOHQW\RIJODQGV,GRQ¶WQHHGDQ\PRUH¶
his problematically sexualised invisible body can be understood as akin to those of 
Halloway and Caine. While centring chiefly on comic espionage, primitive sexual 
violence dominates the subtext: the gland ± D µQHZ RUJDQ¶ ± LV D µFHUHEUDO
GLVLQKLELWRU¶ DQG EHFRPLQJ LQYLVLEOH too RIWHQ UHQGHUV )DZNHV D µZDONLQJ LG¶
compulsively attacking men and attempting to rape women. As the invisibility gland 




a reflective substance that vanishes the body by mapping over its contours (fig. 4.37). 
In its entry into invisibility, this body becomes itself a mirror, and does so deploying 
visual tropes that, by the turn of the century, had become familiar screen identifiers of 
identity shift: those of computer-JHQHUDWHGµPLUURUPRUSKLQJ¶ 
Mirror morphing digital visual effects evolved from techniques produced first 
at Industrial Light and Magic (ILM) over the preceding decades. Nascent digital 
sequences in Flight of the Navigator 5DQGDO.OHLVHUXVHµUHIOHFWLRQPDSSLQJ¶
to depict a shape-shifting craft aVDPHWDSKRUIRUD\RXQJER\¶VWHPSRUDODPQHVLDDQG
inculcate the mirror as a primary mechanism through which digital screen media can 
express itself (fig. 4.38). Similarly glistening, morphing imagery in The Abyss (James 
Cameron, 1989) illustrates the shifting relationship between a separated couple whose 
faces it mirrors, while Terminator 2: Judgment Day (James Cameron, 1991) depicts a 
liquescent mirror body capable of assuming any physical identity at will (fig. 4.39). 
Such imagery represents the signature CGI effect: synthetic yet flowing; aping the 
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metamorphic malleability of organic matter; incorporating atmospheric reflections of 
surrounding environments; and rich with a spatiotemporal fluidity exacerbated by 
narrative connotations of time travel and paradox. Such phenomena are described in 
Terminator 2¶VGLHJHVLVLQWHUPVRI µa mimetic poly-DOOR\>«@/LTXLGPHWDO¶WKDWFDQ
LPLWDWHµaQ\WKLQJLWVDPSOHVE\SK\VLFDOFRQWDFW>«@,WFDQ¶WIRUPFRPSOH[PDFKLQHV
>«@ EXW LW FDQ IRUP VROLG PHWDO VKDSHV¶ 7his statement provides a compelling 
commentary on the state of such visual effects technology at that moment, the relative 
simplicity of which allowed for basic imagery that appears sterile and flat. Scott 
Bukatman writes that this morphing effect brings a µOHYHORILPDJLQDU\PXWDELOLW\WR
WKHERG\ DQG VHOI¶ LQ D µUHVKDSLQJRISHUFHSWLRQDQGERGLO\ IRUP >WKDW@ UHFDOOV VD\
VXUUHDOLVWFROODJHRUWKHDWHPSRUDOXQIROGHGSHUVSHFWLYHVRIFXELVP¶QRWLQJDOVRWKDW
µPRUSKLQJ KROGV RXW WKH SURPLVH RI HQGOHVV WUDQVformation and the opportunity to 
IUHHO\ PDNH XQPDNH DQG UHPDNH RQHVHOI¶54 In this way, such computer-generated 
imagery SURYLGHV D FLQHPDWLF PHWDSKRU IRU WKH µORRVHQLQJ XS¶ RI LGHQWLWLHV ± 
masculine and otherwise ± at the end of the twentieth century.55 Its application in the 
onscreen depiction of the invisible body, during a period bracketed by the production 
of Memoirs and Hollow Man, therefore requires interrogation. 
As used to express crises of identity and ideology in The Matrix (The 
Wachowski Brothers, 1999), the morphing mirror makes literal the divide between 
banal fantasies of digital culture and filthy reality, enveloping the body of the 
SURWDJRQLVWDVKHLVKHOSHGWRµZDNHXS¶IURPDQHDWGLJLWDOKDOOXFLQDWLRQLQWRWKHGLUW\
and oppressed wRUOGµWKHGHVHUWRIWKHUHDO¶ (fig. 4.40). Such a softening of the hard 
mirror ± flaccid, rather than erect ± recalls the masculine anxieties expressed by 
Robert Bly, digital imagery celebrating such pliability even whilst demonstrating 
uncertainty over the amorphous instability of such postmodern identities. For 
Memoirs, special digital visual effects were produced by ILM, based at San Rafael in 
0DULQ&RXQW\QRUWKRI6DQ)UDQFLVFRZKLFKLVSDUWRIWKHWRSRJUDSK\RIWKHILOP¶V
QDUUDWLYH0HPEHUVRI WKH ILOP¶VYisual effects crew describe Memoirs DV µRQHRI D
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 6FRWW%XNDWPDQµ7DNLQJ6KDSH0RUSKLQJDQGWKH3HUIRUPDQFH RI6HOI¶LQMeta-Morphing: Visual 
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metamorphic material substance of the diegesis, that such imagery of extreme material manipulations 
in cinema becomes more commonplace. 
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 Segal, Slow Motion, p.294. 
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small handful of films that really showed what digital technology was capable of 
GRLQJ¶56 LWV SURGXFWLRQ µULJKW DW WKH IXOFUXP VKLIW SRLQW EHWZHHQ RSWLFDO DQG GLJLWDO
WHFKQLTXHV¶57 +DOORZD\¶VLQWHUDFWLRQVZLth his visible environment extend the optical 
techniques used in earlier invisible body cinema, fostering a new digital language of 
visual invisibility.58 The labour of Memoirs¶ visual effects team is obliquely referred 
WR LQ $OLFH¶V DSSO\LQJ RI PDNHXS WR Whe invisible face DFWLQJ DV D GLJLWDO µWH[WXUH
SDLQWHU¶DV+DOORZD\¶Vfeatures gradually emerge (fig. 4.41),QWKHILOP¶VSURGXFWLRQ
QRWHV ,/0¶V GLJLWDO HIIHFWV PDQDJHU 6WXDUW 5REHUWVRQ GHVFULEHV VRPHWKLQJ RI WKH
imaging process used in Memoirs: 
 
Digital film technology allows a movie to be scanned into a computer and then 
converted to image digits. Each frame of film can then be manipulated on the 
screen like electronic clay, re-colored, re-sized, replicated or, as in the case of 
&KHY\ &KDVH¶V ERG\ HOLminated completely. The new pictures are then 
converted back into film and a new negative is run out of the computer.59 
 
,QLWVPHWDSKRURIWKHGLUW\HDUWKHQPDWWHURIµHOHFWURQLFFOD\¶WKLVGHVFULSWLRQRIWKH
manipulation of digital data reveals a climate of cinematic production in which 
tensions and uncertainties between materiality and immateriality echo the frameworks 
of clean±unclean and  civilised±uncivilised that animate the ILOP¶VGULYLQJQDUUDWLYH. 
The digital grammar of the invisible body is extended, eight years on, in the 
production of Hollow Man &DLQH¶V LQLWLDO GLVDSSHDUDQFH in an operating theatre 
inverts the concluding sequence from 1933¶V The Invisible Man. As each layer of 
&DLQH¶VERG\VPRRWKO\YDQLVKHV WKLVDQDWRP\ OHVVRQ ± inspired by anatomical wax 
models at La Specola in Florence ± decomposes the body in a prolonged 
GLVDSSHDUDQFHWKDWH[SRVHVWKHERG\¶VLQWHUQDOVWUXFWXUH(fig. 4.42). As Jan Eric Olsén 
observes, the CG imaging suite and the contemporary operating theatre are related, 
with FRPSXWHULVHGIDFLOLWLHVKDYLQJµUHGLUHFWHG WKHDWWHQWLRQRI WKHVXUJHRQIURPWKH
body towards the images on the monitor. Hence, the naked eye of open surgery has 
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for his head, we see a character standing there headless. But we also need to see the back of his collar if 
KH¶V ZHDULQJ D VKLUW >«@7KHRULJLQDO ³,QYLVLEOH0DQ´ ZDV D JUHDW SLFWXUH IRU LWV WLPH ,W ZDV YHU\
QRYHODQGH[WUHPHO\ZHOOGRQH,HVVHQWLDOO\VWXGLHGKRZZHFRXOGLPSURYHXSRQZKDWWKH\KDGGRQH¶
%UXFH 1LFKROVRQ ,/0 GLUHFWRU RI VSHFLDO HIIHFWV TWG LQ /HZ µ,W¶V QRW (DV\ EHLQJ ,QYLVLEOH VD\V
³0HPRLUV´6WDU&KDVH¶S 
59
 6WXDUW 5REHUWVRQ TWG LQ µ3URGXFWLRQ 1RWHV¶ Memoirs of an Invisible Man (Los Angeles: Warner 
Brothers, 1992). 
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given way to the techno-optical gaze of keyhole surgery and its various 
FRPSRQHQWV¶60 Hollow Man¶VFRQWH[WRILQQRYDWLYHH[SHULPHQWthus produces a meta-
cinematic atmosphere in which the operating theatre doubles as a site of digital image 
production and presentation, so emphasising digital cinema as potent site of 
reconstruction. Aspiring towards a post-human ± or post-masculine ± state, this 
invisible man becomes both hypermasculated and less than human (indeed, director 
Verhoeven believes that, through participation in the production of these visual effects 
sequences, WKH µactor gives away his soul, kind of, being replaced by a digital 
FORQH¶61 :KHQ &DLQH¶V DFRXVPDWLF YRLFH WHUURULVHV KLV FROOHDJXHV RYHU WKH SXEOLF
DGGUHVVV\VWHP%DFRQ¶VPRQRWRQHGHOLYHU\PLPLFVWKDWRIGHUDQJHGFRPSXWHU+$/
from 2001: A Space Odyssey (Stanley Kubrick, 1968),62 expressing irresolvable 
tensions between human and machine, organic and digital, civilised and uncivilised. 
3DXO9LULOLR¶VGLFWXPWKDWµSHRSOHDUHQRWVRPXFKin the architecture; it is more 
the architecture of the electronic system which invades them, which is in WKHP¶63 
describes Caine, for whom both invisibility and digitality are counterbalanced by 
bestiality: an anticipated evolution that tends instead towards devolution. &DLQH¶V
invisibility serum is blue, and the antidote red, the colour scheme connecting with the 
aforementioned pivotal scene of The Matrix, whose protagonist must choose between 
a blue pill ± the taking of which will allow ignorant immersion in the ideology of a 
digital illusion ± and a red pill ± which brings a painful appreheQVLRQ RI µWKH UHDO
ZRUOG¶Hollow Man¶V scheme is more cynical: the red option ± visibility / reality / 
corporeality ± fails, leaving only the invisibility / unreality / digitality of the blue 
ZKLFKDOVRVXJJHVWVWKHµEOXHVFUHHQLQJ¶RIFLQHPDWLFLOOXVLRQLVP&DLQH¶VDWWHPSWWR
remake himself through invisibility gives way to an isolated immersion in the 
simulated world of digital imagery. In this way, the invisible body as reproduced 
through digital special effects provides a commentary on contemporary anxieties over 
the impact of the digital on reality. To what extent might the body become as though 
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 Jan Eric OlVpQ µ6XUJLFDO9LVLRQ DQG'LJLWDO&XOWXUH¶ LQ Visual Sense: A Cultural Reader, ed. by 
Elizabeth Edwards and Kaushik Bhaumik (Oxford and New York: Berg, 2008), pp.427±432 (p.428). 
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 3DXO 9HUKRHYHQ TWG LQ *HRIIUH\ .OHLQPDQ µ3DXO 9HUKRHYHQ +ROORZ 0DQ¶ DVD Talk (2001), 
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36). 
62
 Indeed, one POV shot, through which Caine observe his colleagues discussing reporting him to the 
authorities, has a similar sequence in 2001 ZKHUH+$/ UHDGV'DYH DQG)UDQN¶V OLSV DV WKH\GLVFXVV
disconnecting the computer. 
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 Paul Virilio, Polar Inertia, trans. by Patrick Camiller (London: SAGE, 2000), p.66. 
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invisible through the potential power of the digital realm? Or might the body remain 
as material trace despite its digitised invisibility? 
More so than for MemoirsWKHSUHVHQFHRIWKHSHUIRUPHU¶VERG\LQWKHPDNLQJ
of Hollow Man was deemed essential even to the shooting of scenes in which Bacon 
would be entirely unseen. Senior visual effects supervisor Scott E. Anderson ± who 
had also worked on The Abyss, Terminator 2 and Memoirs ± UHODWHV WKDW µ, ZDQWHG
him there to interact with the other actors. Put him in a motion capture studio and we 
ZRXOGORVHWKDWLQWHUSOD\¶.64 7KLVGHVLUHIRUDXWKHQWLFSV\FKRSK\VLFDOµLQWHUSOD\¶± the 
gruelling procedures of which led tR WKH DFWRU¶V DFXWH GLVFRPIRUW DQG LURQLFDOO\ D
sense of alienation from the other performers because of the intensity of the physical 
demands on the actor ± attempts to infuse into the digital scheme a greater sense of 
material authenticity.65 As configured by Anderson and his team and embodied by 
%DFRQ&DLQH¶VLQYLVLELOLW\PLQJOHVWKHµUHDO¶DQGWKHµYLUWXDO¶± the substantial and the 
insubstantial, the material and the immaterial, the hard and the soft ± extending the 
ILOP¶V WKHPHV RI WURXEOLQJ SK\VLFDO LQWHUIDFH LQ ZKLFK WKH FKDUDFWHU¶V IRUFLEOH
interactions overcompensate for such apparent dematerialisation.  
Two scenes that address the tensions of digital touch both show Linda 
reaching RXWIRU&DLQH¶VLQYLVLEOHERG\,QWKHILUVWVKHDVVHUWVWKDWµ\RX¶UHhere¶DV
the sound of her hand on his skin is heard (fig. 4.43). Later, with both hands 
outstretched, she feels a disjuncture between a thermal image of the invisible body ± 
pre-recorded and looped by Caine to reassure others of his presence ± and its material 
absence, breaking the illusion of hapticity (fig. 4.44).66 :KHQ /LQGD UHMHFWV&DLQH¶V
VH[XDODGYDQFHVZLWK WKHDVVHUWLRQµLW¶VQRWZKDW ,GRQ¶WVHH LW¶VZKDW ,GRQ¶W IHHO¶
she speaks of her inability to connect emotionally with his unreconstructed character, 
EXW DOVR DGGUHVVHV WKH ILOP¶V anxious scheme of digital invisibility and the 
corresponding need to overcompensate bodily presence through forceful tactility. 
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 6FRWW($QGHUVRQTWGLQ(VWHOOH6KD\µ'LVDSSHDULQJ$FW¶Cinefex, 83 (2000), 104±131 (p.112). 
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 .HYLQ%DFRQµ'LDU\RID+ROORZ0DQ¶Entertainment Weekly, 4 August 2000, <http://www.ew.com 
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 An opening shot depicts a thermal camera and its lens in extreme close up, one of a network of such 
devices whose output is deferred to throughout the film. As discussed in Chapter Three with relation to 
the film Predator, the figure most associated with the thermographic gaze ± a haptic mode of vision 
that privileges the surface values of the body ± is the malign viewer and defiler of corporeal integrity. 
As master of the thermographic gaze, Caine is immune to its use as a monitoring tool: he easily 
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Laura U. Marks observes that µWKHVHPLRWLFIRXQGDWLRQRISKRWRJUDSKLFLPDJHVLQWhe 
UHDO ZRUOG LV WKRXJKW WR EH GHVWUR\HG LQ GLJLWDO PHGLD¶ $V VXFK µLt is common for 
critics to note that in digital media the indexical link between image and represented 
REMHFW WKHH[LVWHQWLDOFRQQHFWLRQEHWZHHQ WKHP LV LUUHYRFDEO\VHYHUHG¶QRWLQJ What, 
IRUPDQ\µWKLVTXDOLWDWLYHFKDQJHRFFDVLRQVIHDUIRUWKHVWDWXVRIWKHLPDJHDVUHDO¶.67 
But, as Marks DUJXHVLQKHULQVLVWHQFHWKDWµ>G@LJLWDODQGRWKHUHOHFWURQLFLPDJHVDUH
constituted by processes no less material than photography, film, and analoJYLGHR¶68 
and as these films attest in their use of digital imagery to illustrate the materialities of 
the invisible body, there still remains a material excess even in the digital realm. It is 
the nature and extent of this excess that the following section shall now explore. 
 
Waste, nausea and the social sensorium 
In these digital images of the invisible body, a sense of persistent materiality emerges 
through both films¶ close attention to the visualisation of waste matter. In particular, 
the clean, smooth textures of nascent CG imagery are corrupted in Hollow Man¶V
attention to the defilement of the sensual invisible body, which ± at points saturated in 
bodily fluids, its covering in blood a corporeal inside-outing (fig. 4.45) ± is often 
subjected to ablution, in the sink, the swimming pool, and under sprinklers (fig. 4.46). 
When Caine washes his invisible face in the mirror after raping his neighbour, the 
sterile geometry of the mirror ± with the success of the visual reproduction 
necessitating an absence of aberrant surface texture ± demonstrates an aspiration 
towards purification. 7KH PLUURU¶V reflection of visual properties alone aligns such 
purification with the visual sense. Hollow Man¶VSURGXFWLRQGHVLJQ, chiefly centred 
upon the subterranean scientific-industrial site, is permeated by a sense of waste. 
Sterile lab surfaces, including a toilet into which Caine spews invisible vomit, give 
way to reveal rusting industrial piping amidst which he hides out. The underground 
base ± with its menagerie of caged invisible creatures ± is a clear expression of 
&DLQH¶VEHVWLDOVXEFRQVFLRXVPDNLQJH[SOLFLW%O\¶VFRQWHQWLRQ WKDWRSSUHVVHGPDOHV
µEHFRPHVHFUHWXQGHUJURXQGSHRSOH¶IRUZKRPPDVFXOLQLW\FDQRQO\EHUHFRQILJXUHG
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Minnesota Press, 2002), p.162. 
68
 Marks, TouchS$V0DUNVFRQWLQXHVµ:KDW,TXHVWLRQLQWhe current rhetoric about the loss of 
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and renewed through a further and deliberDWH µGHVFHQW¶69 There is, however, no 
undoing this disorder. Unlike Halloway, Caine is too polluted to be purified. The 
negation of the purifying visual sense, then, is not in tandem with the idea of a digital 
realm of immateriality. Rather, the embodiedness of this invisible body is exaggerated 
much further, a material overcompensation for the digitality of his characterisation. 
HLV LQDELOLW\ WR UHDSSHDU LV GXH WR WKH µGHFD\LQJ¶ RI µSULPDU\ '1$ VWUDQGV¶ DQG
µFHOOXODUERQGLQJVWDELOLW\¶DWWHPSWVDWSURSHUreappearance would render him nothing 
PRUHWKDQµDVWHDPLQJSLOHRIIOHVK¶DQREVFHQHQRWLRQUHGROHQWRIWKHORRVHQLQJRI
WKH ERZHOV WKH LQYLVLEOH ERG\¶V UHRUJDQLVDWLRQ RI YLVXDOLW\ V\QFKURQRXV QRW ZLWK
immateriality but disorganised materiality (as pre-empted in the depiction in Hollow 
Man¶V RSHQLQJ WLWOHV RI GLVRUGHUHG ODQJXDJH WKDW UHVHPEOHV DEHUUDQW IORDWHUV RQ WKH
surface of the eye (fig. 4.47)). At the climax, the charred Caine, semi-visible as a foul 
purgatorial zombie, is consigned by Linda to the inferno of a filthy lift shaft, into 
which he finally disappears, excessively materialised but corporeally compromised 
(fig. 4.48). In the context of a developing climate of digital cinema referred to by 
9LYLDQ 6REFKDFN LQ WHUPV RI D µPDWHULDO DQG WHFKQRORJLFDO FULVLV RI WKH IOHVK¶ WKLV
ending affirms the gross sensualities of the body, despite or even because of its 
demiseSHUKDSVFRQILUPLQJ6REFKDFN¶VKRSHWKDWµWKURXJKWKLVFULVLV WKHOLYHGERG\
has, in fact, managed to reclaim our attention sufficiently so as to forcefully argue for 
LWVH[LVWHQFHDQGDJDLQVWLWVVLPXODWLRQRUHUDVXUH¶70 
Such matters of dirt and disgust are addressed in Memoirs when Halloway 
becomes partially visible in a shower of rain, a cleansing that precedes his sexual 
encounter with Alice. That Alice is later shown to be pregnant confirms this 
intercourse as productively centred upon the family unit. When she rhetorically 
UHPDUNVµKRZDP,JRQQDWHOOP\PRPDERXWWKLV"¶+DOORZD\¶VSOD\IXOUHSO\RIµDOO
WKH GLUW\ SDUWV ,¶G OHDYH RXW¶ HPSKDVLVHV WKH UHSUHVVLRQ RI REVFHQH LQWHUHVWV WKDW
IDFLOLWDWHVKLVHQWHULQJWKHIDPLO\DQHIIDFLQJRIµGLUW\SDUWV¶WKDWXQGHUOLQHVWKHILOP¶V
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identity themes. It is notable that the visualisation of cleansing in the rain sequence 
was a complex digiWDO YLVXDO HIIHFWV SURFHVV WKDW QHFHVVLWDWHG WKH DFWRU¶V SK\VLFDO
SDLQKXJHFRQWDFWOHQVHVLQVHUWHGLQWR&KDVH¶VH\HVKLVERG\DQGPRXWKVRLOHGZLWK
G\H WKH PDLQWHQDQFH RI WKH LOOXVLRQ RI WKH µEHDXWLIXO¶ GHVFULEHG E\ WKH DFWRU DV
µKRUUHQGRXV¶71 At the climax of Memoirs, Halloway, progressively unable to fully 
exorcise the taint of filth, washes away a cosmetic disguise in the shower of a passing 
street cleaner, though immediately falls in more dirt, rendering visible his invisible 
jacket (fig. 4.49). Intending to throw Halloway from the top of a monolithic 
construction site ± his preferred method of phallocentric execution ± Jenkins falls to 
his death grabbing the semi-visible coat, the begrimed remains of which are found by 
$OLFH LQ OLHX RI +DOORZD\¶V FRrpse (fig. 4.50). As an attractor of dirt, this invisible 
MDFNHW LV D YHVWLJLDO UHPQDQW RI +DOORZD\¶V XQUHFRQVWUXFWHG VHOI V\PEROLVLQJ WKH
archaic masculine values that accompanied his body into invisibility.72 Ultimately 
made visible through waste, this uQLIRUP¶V GHVWUXFWLRQ LV V\QFKURQRXV ZLWK WKH
DQQLKLODWLRQ RI -HQNLQV¶V SDWULDUFKDO DJHQW 7KH GLVFDUG DQG UXLQ RI WKH JDUPHQW
signals the closure of the narrative: only with Jenkins dead and the jacket destroyed 
can the couple survive, and the film end. HoZHYHU GHVSLWH +DOORZD\¶V VHHPLQJ
reconstructed masculinity, purity ± by which can be read in this film idealised 
µIHPLQLQLW\¶± is foregrounded in an overdetermined manner. The presence of dirt in 
Memoirs thus serves as metaphor for a repressed unacceptability. Although the extra-
visual senses of the couple continue to be engaged, as demonstrated through 
+DOORZD\¶VFRQWLQXHGLQYLVLELOLW\WKHILOPHQGVZLWK+DOORZD\DQGWKHSUHJQDQW$OLFH
locked in embrace in a pure and unpolluted snowy landscape, a fantasy of familial, 
and feminine, purity (fig. 4.51). 
The first effects shot of Memoirs exhibits the invisible body by showing 
+DOORZD\¶VXQZUDSSLQJDQGFKHZLQJRIDIOHVK-coloured bubblegum that is inflated, 
burst and spat beyond the margin of the screen (fig. 4.52). A peculiar and pervasive 
waste, gum is an indigestible non-food that leaves an indelible remnant. Its 
summoning in the inaugural representation of the invisible body insinuates unseen 
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 µ%\WKHWLPH'DU\OFDPHDZD\IURPWKDWNLVVKHUKDQGVDQGIDFHZHUHMXVWDPHVV<XFN,WFRPHVRII
LQ WKH ILOP DV D YHU\ EHDXWLIXO PRPHQW EXW \RX VKRXOG KDYH VHHQ ZKDW , ORRNHG OLNH +RUUHQGRXV¶
(Chevy Chase, TWGLQ-DPHV5\DQµ&KHY\&KDVH6HDUFKHVIRU5HVSHFW¶Entertainment News Wire, 20 
February 1992).  
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 The dirt-DWWUDFWLQJ WHQGHQFLHV RI +DOORZD\¶V LQYLVLEOH VXLW FDVW LW LQ RSSRVLWLRQ WR WKH HSRQ\PRXV
costume, initially thought to be dirt-repellent and indestructible, of The Man in the White Suit 
(Alexander Mackendrick, 1951). 
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matter as both malleable and marginal, mobilising also marginalised senses in a 
gustatorial image that contributes to a nauseous sensory economy. As with Hollow 
Man, Memoirs ± ZLWK LWV GLHJHWLF GHVFULSWLRQ RI LQYLVLELOLW\ LQ WHUPV RI µPROHFXODU
LQVWDELOLW\¶± works through a discourse of material distortion in which the invisible 
body, as symbol for the attempted critical reconstitution of male social identity, is 
underscored by a persuasive and alchemical materiality. It is in the imagery with 
which this chapter began that such tendencies reach their apex, in Memoirs¶ most 
striking digital sequence: the scene in which Halloway binge eats, resulting in the 
sight of his gurgling digestive system (fig. 4.53).73 Viewing his reflection, Halloway 
is compelled to projectile vomit, purging himself of this remnant of visuality as his 
reflux action appears in the mirror (fig. 4.54). This failed assimilation of matter 
returns as repressed visuality, a vision of incomplete process and maldigestion 
effected through a kind of pure morphing ± constantly shifting, neither one thing nor 
the other ± to visualise digitality as pungent, nauseating materiality. The sequence can 
EH XQGHUVWRRG LQ UHODWLRQ WR -XOLD .ULVWHYD¶V GHVFULSWLRQ in Powers of Horror: An 
Essay on Abjection RIWKHSURFHVVRIYRPLWLQJDVRQHLQZKLFKµ,H[SHOmyself, I spit 
myself out, I abject myself ZLWKLQ WKH VDPH PRWLRQ WKURXJK ZKLFK ³,´ FODLP WR
establish myself>«@,JLYHELUWKWRP\VHOIDPLGWKHYLROHQFHRIVREVRIYRPLW¶74 For 
.ULVWHYDWKHDEMHFWµGUDZVPHWRZDUGWKHSODFHZKHUHPHDQLQJFROODSVHV¶XQVHWWOLQJ
µWKH IUDJLOH WH[WXUH RI D GHVLUH IRU PHDQLQJ¶75 The vomiting of the invisible body 
ZKLFKVHHPVGHVLJQHGWRVROLFLWDVLPLODUUHVSRQVHLQWKHILOP¶VVSHFWDWRUH[SUHVVHV
both the relation of self-GLVJXVWWR+DOORZD\¶VXQVWDEOHPDVFXOLQHLGHQWLW\± this spew 
itself is an ejaculatory discharge ± whilst also recognising invisibility as an unsettling 
sensory condition. Although presented in the ostensibly sterile medium of digital 
cinematic imagery, the gross materiality of vomit strives towards an inconsistent 
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 2I +DOORZD\¶V µIRXO¶ DQG µGLVJXVWLQJ¶ FRQVXPSWLRQ 6DLQW ZULWHV LQ WKH QRYHO µ, ZDV EHFRPLQJ D
sack of vomit and fecal matter. I suppose, on reflection, that that is what I had always been, but nature 
had not formerly imposed this aspect of the human condition quite so vividly upon me. The nasty facts 
had been discreetly enveloped in opaque flesh. Now I was to be a transparent sack of vomit and fecal 
matter. I cannot begin to tell \RXKRZGLVWDVWHIXO LWZDV >«@+LGHRXV WKHZD\DV WKH IRRGFKXUQHG
VORZO\WKURXJKWKHVWRPDFKWKHFRORUDQGFRQVLVWHQF\DOWHUHG)RXO>«@DEORWFK\WUDQVOXFHQWVDFNRI
ILOWK >«@6PDOO DPRXQWVRI PLON\EURZQ VOXGJH ZHUHEHLQJ VTXLUWHG LQWR WKH VPDOO LQWHVWLQH >«@ ,
took a good swallow and watched it gurgle rhythmically down my esophagus [sic] to join the rest of 
the sewage in my stomach. Disgusting. My condition was unspeakably, hopelessly disgusting. And at 
the same time ridiculous. Hard, in a way, to take it seriously. I felt, almost, like laughing out loud, but I 
ZDV DIUDLG WKH ODXJKWHU ZRXOG WXUQ LQWR YRPLWLQJ¶ +) 6DLQW Memoirs of an Invisible Man 
(Harmondsworth: Viking, 1987), pp.129±130.) 
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 Julia Kristeva, Powers of Horror: An Essay on Abjection, trans. by Leon S. Roudiez (New York: 
Columbia University Press, 1982), p.3. 
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 Kristeva, Powers of Horror, p.2. 
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texture that challenges the extra-cinematic sensory modalities of touch, taste and 
smell: proximal and nominally subordinate senses whose invocation extends the 
discourse of inappropriate social intercourse, but that have also, in western society, 
been traditionally associated with women, in contrast to the male association with the 
orderly distal senses of sight and hearing.76 
:LWKUHVSHFWWR0DU\'RXJODV¶VXQGHUVWDQGLQJRIXQFOHDQQHVVRUGLUWDV
µPDWWHU RXW RI SODFH¶ µWKH E\-product of a systematic ordering and classification of 
PDWWHU¶WKHXSVHWWLQJRI+DOORZD\¶VVWRPDFKFDQDOVREHFRQVLGHUHGLQLWVXSVHWWLQJ
of vision and the visible in which the extra-visual senses are implicated, as an 
XSVHWWLQJ RI WKH µV\VWHPDWLF RUGHULQJ DQG FODVVLILFDWLRQ¶ RI VHnsation.77 Memoirs¶ 
unsightly visualisation of vomit makes visible and interrupts the invisible everyday 
digestive process through which the world is organically woven into the body. If, as 
VXJJHVWHG LQ &KDSWHU 7ZR WKH LQYLVLEOH ERG\¶V V\VWHPDWLF VKHGGLQJ of prosthetic 
sense organs is a disordering of sensory identity and rejection of rigid sensory 
formations, this nauseating ejection of internal matter further evokes a social 
VHQVRULXPLQGLVHTXLOLEULXPVRFRQQHFWLQJZLWK:LOOLDP,DQ0LOOHU¶VFKDUDFWHULVDtion 
of disgust ± ZKLFKKHFRQWHQGVLVµDOZD\VYHU\SUHVHQWWRWKHVHQVHVDUJXDEO\PRUHVR
WKDQDQ\RWKHU HPRWLRQ¶ ± DV µDPRUDO DQG VRFLDO VHQWLPHQW¶ WKDW µUDQNV SHRSOH DQG
WKLQJV LQ D NLQG RI FRVPLF RUGHULQJ¶78 Here, the textures of both identity and 
sensation are a social and cultural weave: a sensuous intermingling in which is woven 
vision and invisibility, the sensible and the nonsensical. Michel Serres refers to his 
own 1985 book The Five Senses, in which he pursues the inseparability of distinctive 
VHQVHVDVD µPHGLWDWLRQRQFKDRVDQGPLQJOLQJ¶ LQZKLFK µWKLVDWWHQWLRQSDLG WR WKH
VHQVLEOHGRHVWHQGWRUHVHPEOHDSKLORVRSK\RIXQUXOLQHVV¶79 Positioning the senses 
DPLGVW WKHVHQVRULXP6HUUHVGHVFULEHV HDFKVHQVHRUJDQ µOLNH DQ LVODQG >«@ZRYHQ
from FDQYDV RI WKH VDPH WH[WXUH DV LWV EDFNJURXQG¶ WR IRUP µDQ DEXQGDQW WHHPLQJ
FRPSOH[RIVHQVDWLRQV¶DQGWKHOLTXHVFHQW\HWPRWOH\FRQVLVWHQF\RIYRPLWFDQDOVR
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 Howes and Classen, Ways of Sensing, pp.67±68. Howes and Classen describe women in western 
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 Mary Douglas, Purity and Danger: An Analysis of Concepts of Purity and Taboo (London: 
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 William Ian Miller, The Anatomy of Disgust (Cambridge, MA and London: Harvard University 
Press, 1998), pp.33, 2. 
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 Michel Serres, The Five Senses: A Philosophy of Mingled Bodies, trans. by Margaret Sankey and 
Peter Cowley (London and New York: Continuum, 2008), p.193. 
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EHFRQVLGHUHG WR H[SUHVVZHOO6HUUHV¶s XQGHUVWDQGLQJRI WKH µYDULDEOH FRQIOXHQFHRI
the qualitiHV RI WKH VHQVHV¶80 In this sequence in Memoirs, the mirror-morphing 
technology of CG digital effects does not provide a dematerialised form, but rather is 
used to evoke the continued presence of materiality. As an evocation of the social 
sensorium, the digital stomach contents churn, their visualisation causing a 
multisensorial ejection that expresses the birth of digital imagery as a challenge to 





The examples I have attended to in this chaSWHU GHPRQVWUDWH 5REHUW 'HVMDUODLV¶V
FRQWHQWLRQWKDWµPRGHVRIVHQVRU\SHUFHSWLRQDUHGHHSO\LPEULFDWHGLQP\ULDGIRUPV
of technology, ideology, cultural imaginaries, and political and social arrangements. 
>«@ $ NLQG RI sensory imbrication is consistently at work, for sensory means are 
FRQVWDQWO\ LQWHUWZLQHG ZLWK RWKHU YHFWRUV RI OLIH¶81 6XFK D µVHQVRU\ LPEULFDWLRQ¶ LV
deeply in evidence in the case of the onscreen invisible body, and the main 
movements of this chapter have unpacked a particular climate in which the 
LQWHUVHFWLRQ RI µWHFKQRORJ\ LGHRORJ\ FXOWXUDO LPDJLQDULHV DQG SROLWLFDO DQG VRFLDO
DUUDQJHPHQWV¶ LV PDGH PDQLIHVW LQ WKH ERG\ RI WKH LQYLVLEOH PDQ Addressing the 
reconstruction and reconstitution of white heteronormative masculinity along the lines 
of Robert %O\¶VZRUNERWKMemoirs and Hollow Man provide cinematic interventions 
into masculine identity crises at the end of the twentieth century, representing the 
invisibilities of social and political regimes of power as the disruption of the dominant 
visionary sense recalibrates notions of individual identity. 
In unfolding their cinematic metaphors of invisibility, the fluxing invisible 
bodies of both Memoirs and Hollow Man motivate intersecting themes of 
spectatorship and self-reflection, desire and repulsion, encapsulating an anatomy of 
transgression, obscenity and disgust. Both films describe invisible bodies as zones at 
which the private matter of self-reflection comes into contact with the public matter of 
social intercourse, and the phenomenon of nausea expresses well the complexion of 
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 5REHUW'HVMDUODLVµ7KH/RRN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such a curdling, generating a complex texture of sensation and so recalling Merleau-
3RQW\¶VXQGHUVWDQGLQJRIWKHERG\DVµWKHIDEULFLQWRZKLFKDOOREMHFWVDUHZRYHQ¶82 
The digital imagery that underpins the production of these films evolves a visual 
language of physical and material intercourse that further contributes to the 
constitution of the invisible body in terms of an emissary through which is expressed 
a textured cinematic sensorium for which sensation is an unstable social and cultural 
construction, and that embody DµORRVHQLQJXS¶RIVHQVRU\LGHQWLWLHVDWWKHHQGRIWKH
twentieth century. 
In this chapter, the imagery of the empty mirror represents a misrecognition of 
the self and the beginnings of a revised approach towards self-scrutiny. The empty 
mirror qualifies specular self-knowledge, mobilising the extra-visual sensorium and 
so promoting a mode of understanding ± of the self and of others ± through 
multisensoriality: the nauseating textures of the invisible body expressing the fullness 
± and so refusing to neglect the foulness ± of sensation. Developing such notions, 
Chapter Five shall explore the themes of hyperaesthesia, intersensoriality and 
enworldment in sequences depicting an invisible body in The Lord of the Rings 
trilogy of films (Peter Jackson, 2001±2003), and in doing so will further probe 
frameworks of multisensoriality. 
                                                 
82
 Maurice Merleau-Ponty, Phenomenology of Perception, trans. by Colin Smith (London and New 
York: Routledge, 1962), p.235. 
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Fig. 4.1, Memoirs of an Invisible Man (John Carpenter, 1992) 
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Fig. 4.2, Memoirs of an Invisible Man (John Carpenter, 1992) 
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Fig. 4.3, Memoirs of an Invisible Man (John Carpenter, 1992) 
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Fig. 4.5, Memoirs of an Invisible Man (John Carpenter, 1992) 
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Fig. 4.7, The Invisible Man (James Whale, 1933) 




Fig. 4.8, The Invisible Man Returns (Joe May, 1940) 
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Fig. 4.9, The Invisible Man Returns (Joe May, 1940) 
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Fig. 4.10, Invisible Agent (Edwin L. Marin, 1942) 
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Fig. 4.12, 7KH,QYLVLEOH0DQ¶V5HYHQJH (Ford Beebe, 1944) 
 




Fig. 4.13, Der Student von Prag (Hanns Heinz Ewers and Stellan Rye, 1913) 
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Fig. 4.17, The Invisible Woman (A. Edward Sutherland, 1940) 
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Fig. 4.18, Memoirs of an Invisible Man (John Carpenter, 1992) 
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Fig. 4.19, Memoirs of an Invisible Man (John Carpenter, 1992) 
 
Chapter Four Illustrations  362 
 
 
Fig. 4.20, Memoirs of an Invisible Man (John Carpenter, 1992) 
 




Fig. 4.21, Memoirs of an Invisible Man (John Carpenter, 1992) 
 
Chapter Four Illustrations  364 
 
 




Fig. 4.23, Memoirs of an Invisible Man (John Carpenter, 1992) 
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Fig. 4.25, Memoirs of an Invisible Man (John Carpenter, 1992) 
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Fig. 4.26, Memoirs of an Invisible Man (John Carpenter, 1992) 
 








Fig. 4.28, Memoirs of an Invisible Man (John Carpenter, 1992) 
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Fig. 4.30, Hollow Man (Paul Verhoeven, 2000) 
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Fig. 4.32, Hollow Man (Paul Verhoeven, 2000) 
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Fig. 4.34, Hollow Man (Paul Verhoeven, 2000) 
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Fig. 4.35, Hollow Man (Paul Verhoeven, 2000) 
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Fig. 4.37, The Invisible Man (Sci-Fi, 2000±2002) 
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Fig. 4.39, The Abyss (James Cameron, 1989); Terminator 2: Judgment Day (James 
Cameron, 1991) 
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Fig. 4.41, Memoirs of an Invisible Man (John Carpenter, 1992) 
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Fig. 4.42, Hollow Man (Paul Verhoeven, 2000) 









Fig. 4.44, Hollow Man (Paul Verhoeven, 2000) 




Fig. 4.45, Hollow Man (Paul Verhoeven, 2000) 
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Fig. 4.46, Hollow Man (Paul Verhoeven, 2000) 









Fig. 4.48, Hollow Man (Paul Verhoeven, 2000) 
 








Fig. 4.50, Memoirs of an Invisible Man (John Carpenter, 1992) 
 








Fig. 4.52, Memoirs of an Invisible Man (John Carpenter, 1992) 
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Fig. 4.54, Memoirs of an Invisible Man (John Carpenter, 1992) 
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Chapter Five 
The Experience of Invisibility: Hyperaesthesia, Intersensoriality and 
Enworldment in The Lord of the Rings (2001±2003) 
 
Introduction: A Knife in the Dark 
 
In the darkness, a disturbance of noise and the light from a small fire alerts five 
hooded figures to a presence in an isolated, ruined watchtower. As these five 
approach, atop the ruin four hobbits ± small humanoid creatures ± prepare themselves 
to be attacked (fig. 5.1). All five figures enter the ruin, raising their swords in unison 
and easily dismissing three of the hobbits. Dropping his own sword, the fourth, Frodo 
Baggins, stumbles onto his back, prone. On the floor, Frodo finds himself removing a 
ring from his pocket, the appearance of which alerts one of the hooded figures, who 
steps forward, though a closer view reveals no visible sign of flesh or features beneath 
the hood. The figure advances upon Frodo, drawing a shorter second sword, as the 
hobbit squirms backwards along the stone floor. As the figure prepares to strike, 
Frodo holds the ring to the outstretched index finger of his own left hand, obeying an 
irresistible compulsion to put it on: he does so and disappears (fig. 5.2). At this 
moment, an alternative visual regime is impressed upon the scene: that of the invisible 
)URGR¶V subjective existence in an otherwise invisible realm, clearly outside of 
conventional apprehension. The features of the hooded men ± ringwraithsµGUDZQWR
WKHSRZHU¶RIWKHULQJ± are now grotesquely visible as pale, corpse-like beings with 
dead black eyes (fig. 5.3). Likewise, the ostensibly invisible Frodo is now seen by the 
ringwraiths, affirming his entry into an alternative regime of visuality through which 
the notion of invisibility signifies not the definitive absence of the visible, but rather 
its adjustment. Amidst the chaotically blurred atmosphere, Frodo struggles to draw his 
clenched hand away from the outstretched fingers of his assailant. Aggravated, the 
wraith SLHUFHV )URGR¶V VKRXOGHU ZLWK D WKLQ ILQJHU-like blade (fig. 5.4 $V )URGR¶V
protector appears to ward off the wraiths, Frodo pulls off the ring, becoming visible as 
he does so, and simultaneously letting out a terrible, agonised scream, the sound itself 
intensified through a visual cut to close up (fig. 5.5). 
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As has been demonstrated throughout this thesis, the onscreen depiction of the 
invisible body harbours a framework of conditions in which sensory values, and their 
relationship to screen media, can be analysed and appreciated. A compelling case is 
provided by the 2001±2003 film trilogy The Lord of the Rings, directed by Peter 
Jackson, from the first part of which, The Fellowship of the Ring, the above sequence 
description derives. The films present a FLQHPDWLF WUDQVODWLRQ RI -55 7RONLHQ¶V
novel of the same name that was first published in three parts in 1954±1955.1 The 
ILOPV¶ story, as written by Philippa Boyens, Fran Walsh, Stephen Sinclair and 
Jackson, closely follows that of the source novel, describing a quest in the land of 
µ0LGGOH (DUWK¶ WR GHVWUR\ WKH µULQJ RI SRZHU¶ EHIRUe it can be reclaimed by its 
PDOHYROHQW FUHDWRU 7KLV FUHDWRU LV µWKH GDUN ORUG 6DXURQ¶ D GLVHPERGLHG
consciousness whose acquisition of this ringLQWRZKLFKµKHSRXUHGDOOKLVFUXHOW\KLV
PDOLFHDQGKLVZLOOWRGRPLQDWHDOOOLIH¶ will enable the expression of his catastrophic 
might. This catastrophic eventuality does not ultimately occur, despite ever-increasing 
WHQVLRQDVWKHULQJLVFDUULHGHYHUFORVHUWR6DXURQ¶VKDELWDW RI0RUGRUDQGWKHµ&UDFN
RI'RRP¶, the only place it can be destroyed, and where it is ultimately undone. 
As can be understood from the sequence described above, a cinematic 
UHQGHULQJRIWKHERRN¶Veleventh FKDSWHUµ$.QLIHLQWKH'DUN¶a secondary function 
RIWKHULQJ¶VSRZHU, expressed infrequently and momentarily, lies in its rendering of 
its wearer invisible to the conventional viewer, the device that confers abominable 
power being also the device with which invisibility is entered into. In both film trilogy 
and source novel, the matter of invisibility and the invisible body revolves around the 
VWRU\¶VFRUHFRQQHFWLQJa discourse on power, and the tendency of power to corrupt, 
with themes of problematic visuality. From the narrative¶V preoccupation with 




The plot of The Lord of the Rings focuses on a struggle between good and evil, 
creating particular tension in the potential vacillation of the ring bearer between those 
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 Largely following the structure of the three parts of the novel, the film trilogy is constituted of The 
Fellowship of the Ring (2001), The Two Towers (2002) and The Return of the King (2003). The 
HGLWLRQV , ZLOO EH GLVFXVVLQJ ZLOO EH WKH µH[WHQGHG HGLWLRQV¶ ILUVW UHOHDVHG RQ '9' LQ ±2004. 
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WZR SROHV WKH ULQJ¶V PDOLJQ LQIOXHQFH EHLQJ D FXOWXUDO DJHQF\ WKDW XQVHWWOHV any 
DVVXPHG µQDWXUDO¶SURSHQVLW\ IRUJRRGThe sensory dynamics at play are equally at 
their most rich and unstable in the form of the ring bearer: the body with a curious 
propensity for invisibility. The role of the ring as a facilitator of invisible form centres 
upon its complex and disturbing entanglement with the senses. Where much invisible 
body cinema centres upon the senses of those who witness the disappearance and 
subsequent environmental interaction of the invisible body, these films demonstrate a 
particular focus on the sensory experience of the participant in invisibility. As 
Jennifer M. Barker contests: µWKH³ILOP¶VERG\´LVDFRQFUHWHEXWGLVWLQFWO\FLQHPDWLF
lived-ERG\QHLWKHU HTXDWHG WRQRU HQFRPSDVVLQJ WKHYLHZHU¶VRU ILOPPDNHU¶VERG\
but engaged with both of these even as it takes up its own intentional projects in the 
ZRUOG¶2 The components of such a cinematic body can be identified in the experience 
of the invisible body in The Lord of the Rings, the persistent yet challenging 
sensualities of which coincides and colludes with the film that supports it. The 
invisible body, as expressed in the trilogy, thus stands both for the human sensorium 
and for the cinematic sensorium. In these films, the invisibility of the body is 
configured in terms of challenging sensory experience, and as an encounter in cinema 
through which understandings of the cultural configuration of the sensorium are made 
explicit. 
In order to explore these films as both a cinematic expression of the senses and 
as a sensory expression of cinema, Chapter Five will principally attend to the four 
intense sequences in which the character of Frodo Baggins (Elijah Wood) enters into 
an experience of embodied invisibility: a psychophysical state in which he finds 
himself, if not agonisingly, as in the example given above, then at least 
problematically embedded within his environs. Part one unpacks the sequence with 
which this introduction begins, addressing the diverse values of sensory intensity and 
disorder that connect frameworks of both invisibility and pain. Part two moves to 
discuss the unsettling of the visual sense that is in evidence throughout The Lord of 
the Rings ± and that has been implicit throughout this thesis ± arguing for the trilogy 
as a testament to contemporary notions of µLQWHUVHQVRULDOLW\¶, a term defined by 
scholars such as David Howes and Steven Connor. Finally, part three explores the 
environmental location of the invisible body in The Lord of the Rings, the plot of 
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 Jennifer M. Barker, The Tactile Eye: Touch and the Cinematic Experience (Berkeley, Los Angeles 
and London: University of California Press, 2009), pp.7±8. 
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which is itself strongly motivated by the plotting, mapping and crossing of a diverse 
range of atmospheric landscapes; here, I demonstrate the onscreen invisible body¶V
suitability as representative of notions of µHQZRUOGPHQW¶, and the eco-system of 
sensation that this term implies. 
Throughout this thesis the concept and design of the cinematic invisible body 
has emerged as a figure of awkward and indefinite sensory expression. It is in terms 
RIVXFKDQµLQGHILQLWHVHULHVRILQWHJUDWLRQVDQGWUDQVIRUPDWLRQV¶WKDWConnor writes of 
the relationships between otherwise individuated sensory modalities: 
 
The sense we make of any one sense is always mixed with that and mediated 
by that of others. The senses form an indefinite series of integrations and 
WUDQVIRUPDWLRQV WKH\IRUPDFRPSOH[LRQ>«@7KHVHQVHV communicate with 
each other, in cooperations and conjugations which are irregular and emergent. 
This complexion of the senses knits itself together anew with each new 
configuration.3 
 
,WLVVXFKDµFRPSOH[LRQ¶WKDWLVH[SUHVVHG, mediated and interpreted through the shape 
RI )URGR¶V LQYLVLEOH ERG\ LWV FRQWRXUV, as illustrated in the example I have already 
described, being irregular and uncertain. ,I WKH µNQLIH LQ WKH GDUN¶ LV vision, then I 
argue that these films suggest alternatives to the ocularcentric, complicating the 
relationship between vision and invisibility with respect to the body, and so engaging, 
in the invisibility of the body, with a range of extra-visual encounters and 
experiences. As I will demonstrate in this final chapter, The Lord of the Rings 
provides a popular expression of the invisible body that animates both the cultural 
construction of the senses and also the particular relationship between the cinematic 








                                                 
3
 6WHYHQ &RQQRU µ,QWHUVHQVRULDOLW\¶ KWWSZZZVWHYHQFRQQRUFRPLQWHUVHQVRULDOLW\! >DFFHVVHG 
May 2013] (para. 33 of 37). This paper was delivered at a talk given at the conference on The Senses, 
Thames Valley University, 6 February 2004. 
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One: Pain and Disappearance: 
Hyperaesthesia and Disorder in the Invisible Body 
 
Frodo and the embodiment of the invisible 
Much of The Fellowship of the Ring is concerned with asserting the complexity of the 
ULQJ¶VSURSHUWLHVDVDPXOWLIXQFWLRQDOREMHFWDQGVR developing the unique character 
of the device in relation to earlier such fictional devices.4 7KH µULQJ RI SRZHU¶ is 
shown to channel great psychophysical energies towards its wearer, though the nature 
of such effects is relative to the wearer; it is also a conscious objeFWWKDWKDVµDZLOORI
its own¶, described to itself possess cognitive and sensory capabilities (µWKH ULQJ RI
SRZHUSHUFHLYHG¶ 7KHULQJ¶VIDFLOLWDWLRQRIbodily invisibility is illustrated early on, 
as a prologue shows the ring cut from 6DXURQ¶V KDQG E\ ,VLOGXU +DUU\ 6LQFODLU
Isildur puts it on when under attack and his disappearance is effected through a quick 
though uneven fade that coincides with the sound of a low, grating reverberation (fig. 
5.6).5 7KH LQYLVLEOH ,VLOGXU¶V SDVVDJH across terrain is tracked as he moves through 
branches and long grass before splashing into a river (fig. 5.7). Underwater, the ring 
slips from his finger and he reappears in the dusky medium to be shot by archers: their 
arrows a literal materialisation of aggressive, seeking vision (fig. 5.8) ,VLOGXU¶V
unwanted emergence into visibility is an emergence into death, and the ring is lost in 
the depths. It is next seen in use as WKH KREELW %LOER %DJJLQV ,DQ +ROP )URGR¶V
uncle and testator, puts it on as a public prank. Again, an audiovisual rippling pre-
HPSWV WKH LQYLVLEOH ERG\¶V ensuing intensified environmental interaction (fig. 5.9). 
%LOER¶VJDWHFUHDNVORXGO\DVLWLVRSHQHGDQGGLVWLQFWLVWKHSUHVVRIWKHVROHVRIEDUH
feet as they cross hard stone steps, before a squeaking front door opens and closes 
with a bang (fig. 5.10). As Bilbo removes the ring, a low rumble entwines with the 
growing sound of laughter as his image is restored (fig. 5.11). 




(1532); WKH%URWKHUV*ULPP¶VQLQHWHHQWK-century story µ'HU.|QLJYRPJROGHQHQ%HUJ¶>µ7KH.LQJ of 
WKH*ROGHQ0RXQWDLQ¶@ and (1HVELW¶VThe Enchanted Castle (1907). 
5
 According to the editor John Gilbert, this sequence was removed from the original cut, partly over 
FRQFHUQVDERXW µSXWWLQJRQ WKH ULQJDQGGLVDSSHDULQJ¶EHLQJ µMXVWDQDGGHGFRPSOLFDWLRQ¶ WRDGHQVH
SURORJXH-RKQ*LOEHUWµ$XGLR&RPPHQWDU\7KH3URGXFWLRQ3RVW-3URGXFWLRQ7HDP¶The Lord of the 
Rings: The Fellowship of the Ring, dir. by Peter Jackson (New Line Home Entertainment, 2002) [on 
DVD].) 
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In this familiar cinematic invisibility, the frame privileges the audible points of 
contact that certify the persistent material presence of invisible form.6 Augmenting 
these exaggerated aural traces of the body as it connects with objects in space, the 
movement of the camera in both of the sequences described above imbues invisible 
form with a sense of dynamic mobility: the invisible body borrows the momentum of 
WKH ILOP¶V ERG\ DV pan, tilt and tracking shot stand in substitution for the step and 
passage of the invisible body that is known to occupy the frame. Such camera 
movements, along with their structuring within the scene and relationship to each 
other, GHPRQVWUDWH VRPHWKLQJ RI ZKDW %DUNHU UHIHUV WR DV WKH µPXVFXODWXUH¶ RI the 
ILOP¶VERG\, and promote a kind of contact between the body of the onscreen invisible 
character and that of the film itself, continuing a system of dynamic invisible motion 
that is well defined in earlier invisible body cinema.7 Barker declares VXFKµPXVFXODU
PLPLFU\¶ WR FRQWULEXWH µWR D G\QDPLF RI UHSXOVLRQ DQG DWWUDFWLRQ SXVK DQG pull, 
between the films and their viewers that leaves us hanging in the balance between 
them¶, and, as has been demonstrated throughout this thesis, such a vertiginous 
interval is exacerbated in the presence of the onscreen invisible body.8 
Although these early instances confirm something of the objective nature of 
invisible form in The Lord of the Rings ± as a condition through which a vanished 
body persists in its occupation of time, space and materiality ± both are observed 
externally, avoiding any distinct description of the subjective experience of embodied 
LQYLVLELOLW\6XFKGHVFULSWLRQVDUH UHVHUYHGIRU)URGR¶VH[SHULHQFHDORQH WKHILUVWRI
which occurs as the hobbits embark upon their quest to destroy the ring. At an inn, a 
consternated Frodo, travelling under an assumed name, feels the ring with his fingers, 
the image of which fills the screen (fig. 5.12). This prolonged palpation sends Frodo 
drowsy, his eyes closing as an unfamiliar language rises on the soundtrack, from 
which emerges the urgent and repeated whisper of his own surname. Frodo breaks 
from his trance and rushes to stop his companion Pippin from publicly revealing his 
identity, but loses balance and slips backwards. From above, he is shown to tumble in 
                                                 
6
 The effect is intensified by the fact that, despite the presence of some direct lighting during this 
VHTXHQFHQRVKDGRZVDUHFDVWE\%LOER¶VLQYLVLEOHERG\,Q7RONLHQ¶VThe Lord of the Rings precursor, 
The Hobbit (1937), where this particular ring of invisibility is introduced, repeated reference is made to 
WKHLQYLVLEOHERG\¶VµDZNZDUGVKDGRZ¶DVµVKDN\DQGIDLQW¶RUµWKLQDQGZREEO\¶7KLVPD\KDYHEHHQ
influenced by the 1924 depiction of the shadow of the invisible Siegfried, as discussed in Chapter One 
of this thesis. (J.R.R. Tolkien, The Hobbit, or There and Back Again (London: Unwin Books, 1966), 
pp.173, 75, 160.) 
7
 Barker, The Tactile Eye, esp. pp.69±119. 
8
 Barker, The Tactile Eye, p.119. 
Chapter Five  389 
slow motion, the ring tossed into the air where it hangs before seeming to manoeuvre 
itself onto the outstretched index finger of his right hand (fig. 5.13). Frodo vanishes 
with the anticipated audiovisual aberration, a public disappearance that shocks the 
surrounding crowd (fig. 5.14).9 
So far, so familiar, and yet a subsequent transition reveals more, showing a 
visible Frodo amidst a darkened environment. That he continues to occupy his 
position on the floor of the inn is clear, though these surroundings are visually 
distorted as a tumultuous realm of indistinct atmospheres (fig. 5.15). A great burning 
eye dominates the scene, fixing the petrified Frodo ± whose own eyes remain wide 
open ± in its gaze, its presence certifying this invisibility as a paradoxically visual 
experience, complicating the sensory bipolarity that the term suggests (fig. 5.16). The 
onset of invisibility here produces a powerful sensory signal for reception by malign 
forces, the sequence being crosscut with shots of distant ringwraiths who are alerted 
WR )URGR¶V location and begin to converge on his position. Exacerbating the 
overbearing visual scheme, an aural battery similarly assaults the ears, from which 
emerges a barely intelligible voice, intoninJµ\RXFDQQRWKLGH«,VHH\RX¶ These are 
the telepathic words of a cognate eye; dialogue properly discernable to this listener 
only through a viewing of DVD subtitles, with which both the unintelligibility and 
invisibility of the speech could be undone. The disturbed Frodo struggles to remove 
the ring from his finger; when he does so the deranged audiovisual textures of the 
VFHQH VPRRWKO\ UHYHUW WR D FRQYHQWLRQDO PRGH LQGLFDWLQJ )URGR¶V UHWXUQ WR D
conventional sensory order (fig. 5.17). 
What this sequence exhibits is a mode of invisibility in which the invisible 
body simultaneously inhabits multiple sensory dimensions, becoming undesirably 
apprehensible in an alternative register of perception. Isolated from conventional 
schemes of visibility, the invisible Frodo encounters a threatening audiovisual regime 
in which an uncomfortable intersubjective reception of imagery, sound and speech 
occur, his own senses at once heightened and extended even as they are dulled and 
distorted. In this seeming escape from the visual, Frodo is made subject to a 
humiliating immersion in a regime comprising intensified and abrasive visuality. Such 




singer disappeared. He simply vanished, as if he had gone slap through the floor without leaving a 
KROH¶-557RONLHQThe Lord of the Rings (London: HarperCollins, 1995), p.157). 
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a scheme reminds strongly RI0LFKHO)RXFDXOW¶VDVVHUWLRQPDGHLQKLVDQDO\VLV
of relationships between power and spectacle, that 
 
'LVFLSOLQDU\SRZHU>«@LVH[HUFLVHGWKURXJKLWVLQYLVLELOLW\DWthe same time it 
imposes on those whom it subjects a principle of compulsory visibility. In 
discipline, it is the subjects who have to be seen. Their visibility assures the 
hold of the power that is exercised over them. It is the fact of being constantly 
seen, of being able always to be seen, that maintains the disciplined individual 
in his subjection.10 
 
As the ostensible officers of the invisible, the powerful presence of the eye and its 
subservient network of ULQJZUDLWKV LOOXVWUDWH)RXFDXOW¶VVXJJHVWLRQwhen discussing 
the development of modern policing powers, that 
 
in order to be exercised, this power had to be given the instrument of 
permanent, exhaustive, omnipresent surveillance, capable of making all 
visible, as long as it could itself remain invisible. It had to be like a faceless 
gaze that transformed the whole social body into a field of perception: 
thousands of eyes posted everywhere, mobile attentions ever on the alert, a 
ORQJKLHUDUFKL]HGQHWZRUN>«@11 
 
For Frodo, in his LQYLVLEOHERG\¶V HQWU\ into an alternative and dangerous visuality, 
the swirling atmospheres insinuate a flowing connectivity between subjectivities, and 
the conventional bipolarity of visibility and invisibility is firmly undone. 
 
Atmospheres of sensory overload 
)URGR¶VHQWU\LQWRLQYLVLELOLW\EHJLQVWKHFKDUDFWHU¶VMRXUQH\WKURXJKVXFFHVVLYHVWDJHV
of psychophysical torment, which centre in part upon his notional vulnerability: he is 
a member of a small, rural species ± described YDULRXVO\DVµKREELWV¶µKDOIOLQJV¶DQG
µOLWWOH RQHV¶, and who are portrayed in some scenes by child performers including a 
body double for Elijah Wood ± who have been little heard of in the wider world in 
ZKLFKWKHVWRU\LVVHW)URGR¶VSRWHQWLDOIRUUXLQis demonstrated with reference to the 
figures around him who have similarly endured invisibility. His uncle Bilbo is 
HIIHFWLYHO\HPEDOPHGE\KLVSURORQJHGH[SRVXUHWRLQYLVLELOLW\DQGIHHOVµWKLQ«VRUW
RIVWUHWFKHGOLNHEXWWHUVFUDSHGRYHUWRRPXFKEUHDG¶ZRUGVVSRNHQDVKHVWURNHVWKH
ring in his watch pocket, further infusing invisibility with a sense of atemporality. 
                                                 
10
 Michel Foucault, Discipline and Punish: The Birth of the Prison, trans. by Alan Sheridan (London: 
Allen Lane, 1977), p.187. 
11
 Foucault, Discipline and Punish, p.214. 
Chapter Five  391 
%LOER¶V HQJDJHPHQW ZLWK LQYLVLELOLW\¶V XQFHUWDLQ PRGH RI UHSURGXFWLRQ UHQGHUV KLP
HYHU\RXWKIXOWKRXJKOLNH2VFDU:LOGH¶V'RULDQ*UD\KHEHFRPHVTXLFNO\ZL]HQHG
and frail upon abdicating his relation with the invisible. The mortified visual 
appearance of the ringwraiths similarly expresses the dangers of prolonged exposure 
to invisibility,12 though a more significant example is presented in the figure of 
Gollum (Andy Serkis), whose extreme physical and mental frailties suggest a likely 
template for the outcome of )URGR¶VFRUUXSWLQJHQFRXQWHUZLWKLQYLVLELOLW\*ROOXP¶V 
emaciated physiognomy undoubtedly invoking the imagery of twentieth-century death 
camp trauma.13 
7RONLHQ¶V novel describes vividly a subjective experience of the abnormal 
temporalities and sensualities of invisibility: 
 
The world changed, and a single moment of time was filled with an hour of 
thought. At once he was aware that hearing was sharpened while sight was 
dimmed >«@ $OO WKLQJV DERXW KLP QRZ ZHUH QRW GDUN EXW YDJXH ZKLOH KH
himself was there in a grey hazy world, alone, like a small black solid rock, 
and the Ring, weighing down his left hand, was like an orb of hot gold. He did 
not feel invisible at all, but horribly and uniquely visible; and he knew that 
somewhere an Eye was searching for him.14 
 
7KLVSDVVDJHGHVFULEHV)URGR¶VFRPSDQLRQ6DP¶VEULHIH[SHULHQFHRILQYLVLELOLW\WKH
ILOP¶VRPLVVLRQRIZKLFKRQO\ LQWHQVLILHV WKHSDUWLFXODUH[SHULHQFHRI)URGR WKRXJK 
this description clearly serves as the key source for the cinematic sonification and 
visualisation of the experience of invisibility. Such tumultuous sensory conditions can 
also be thought WR ZHOO LOOXVWUDWH .DUO 0DU[¶V  GHVFULSWLRQ RI D KXPDQ EHLQJ¶V 
occupation of industrial atmospheres: 
  
Every organ of sense is injured in an equal degree by artificial elevation of 
temperature, by the dust-laden atmosphere, by the deafening noise, not to 
                                                 
12
 7RONLHQZULWHVWKDWDULQJZUDLWKµGRHVQRWGLHEXWhe does not grow or obtain more life, he merely 
continues, until at last every minute is a weariness. And if he often uses the Ring to make himself 
invisible, he fades: he becomes in the end invisible permanently, and walks in the twilight under the 
eye of WKHGDUNSRZHU WKDW UXOHV WKH5LQJV¶ 7RONLHQ The Lord of the Rings, p.46.) In a later work 
7RONLHQZULWHVWKDWµ>W@KH\KDGDVLWVHHPHGXQHQGLQJOLIH\HWOLIHEHFDPHXQHQGXUDEOHWRWKHP7KH\
could walk, if they would, unseen by all eyes in this world beneath the sun, and they could see things in 
ZRUOGV LQYLVLEOH WR PRUWDO PHQ >«@ $QG WKH\ EHFDPH IRU HYHU LQYLVLEOH VDYH WR KLP WKDW ZRUH WKH
5XOLQJ 5LQJ DQG WKH\ HQWHUHG LQWR WKH UHDOP RI VKDGRZV¶ -55 7RONLHQ The Silmarillion, ed. by 
Christopher Tolkien (London: Book Club Associates, 1978), p.327.) 
13
 *ROOXP¶VSURORQJHGH[SRVXUHWRLQYLVLELOLW\JUDQWVKLPµXQQDWXUDOORQJOLIH¶ZKLOHµfor five hundred 
\HDUV LWSRLVRQHGKLVPLQG¶DQG µFRQVXPHGKLP¶ ,VLOGXU WRRUHIOHFWV WKDW WKHULQJ µLVSUHFLRXV to me, 
WKRXJK,EX\LWZLWKJUHDWSDLQ¶ 
14
 Tolkien, The Lord of the Rings, p.717. 
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mention danger to life and limb among the thickly crowded machinery, which, 
with the regularity of the seasons, issues its list of the killed and the wounded 
in the industrial battle.15 
 
0DU[DUJXHVWKDWDPLGVWVXFKFRQGLWLRQVµFRQWDPLQDWHGZLWKWKHPHSKLWLFEUHDWKRI
SODJXHJLYHQRIIE\FLYLOL]DWLRQ >«@ >Q@RQHRIKis senses exist any longer, and not 
only in his human fashion, but in an inhuman fashion, and therefore not even in an 
DQLPDOIDVKLRQ¶16 7RFRXQWHUVXFKWHQGHQFLHV0DU[VXJJHVWVWKDWWKHµWUDQVFHQGHQFH
of private property [will] therefore [bring] the complete emancipation of all human 
VHQVHVDQGDWWULEXWHV¶DWWHVWLQJWKDWµPDQLVDIILUPHGLQWKHREMHFWLYHZRUOGQRWRQO\
in the act of thinking, but with all KLVVHQVHV¶17 Such sentiments remind that the core 
values of The Lord of the Rings, and its invisiblH ERG\¶V RFFXSDWLRQ RI VXFK
unfavourable sensory conditions,  concern WKHGHVWUXFWLRQRIDµSUHFLRXV¶DQGYDOXDEOH
item of jewellery. 
,Q OLQHZLWK0DU[¶VFRPSODLQWV7RONLHQ¶VQRYHOKDVEHHQPXFKGLVFXVVHGDV
an attack on the effects of industrialisation in the environs of Birmingham in the West 
Midlands, where the author had lived from 1895 to 1911.18 It is also easy to 
XQGHUVWDQG)URGR¶V H[SHULHQFHRI LQWHQVHYXOQHUDELOLW\ DVGUDZLQJGLUHFWO\XSRQ WKH
experiences of Tolkien during the First World War, in which a number of his close 
friends ± Robert Gilson, Ralph Payton, Thomas Kenneth Barnsley, and Geoffrey 
Bache Smith ± were killed. During the Battle of the Somme, Tolkien himself was 
afflicted with trench fever, a condition that caused hyperesthesia ± µ[e]xcessive and 
morbid sensitiveness of the nerves or nerve-FHQWUHV¶19 ± in his shins.20 Most 
                                                 
15
 Karl Marx, Capital: A Critique of Political EconomyTWGLQ'DYLG+RZHVµ+\SHUHVWKHVLDRU7KH
6HQVXDO /RJLF RI /DWH &DSLWDOLVP¶ Empire of the Senses: The Sensual Culture Reader (Oxford and 
New York: Berg, 2005), pp.281±303 (p.282). 
16
 Marx, Capital, TWG LQ $QWKRQ\ 6\QQRWW µ3X]]OLQJ RYHU WKH 6HQVHV )URP 3ODWR WR 0DU[¶ LQ The 
Varieties of Sensory Experience: A Sourcebook in the Anthropology of the Senses, ed. by David Howes 
(Toronto and London: University of Toronto Press, 1991), pp.61±76 (p.74). 
17
 Marx, CapitalTWGLQ+RZHVµ+\SHUHVWKHVLD¶S 
18
 See, for example: Patrick Curry, Defending Middle-earth: Tolkien, Myth and Modernity (London: 
HarperCollins, 1998). TolkiHQZULWHVLQWKHIRUHZDUGWRWKHVHFRQGHGLWLRQWKDWWKHµFRXQWU\LQZKLFK,
lived in childhood was being shabbily destroyed before I was ten, in days when motor-cars were rare 
objects (I had never seen one) and men were still building suburban railways. Recently I saw in a paper 
a picture of the last decrepitude of the once-thriving corn-mill beside its pool that long ago seemed to 
PHVRLPSRUWDQW¶7RONLHQThe Lord of the Rings, p.xvii.) 
19
 Oxford English Dictionary. 
20
 On 16 October 1917, after being in KRVSLWDOIRUQLQHZHHNVLWZDVQRWHGWKDWµWKRXJKKLVWHPSHUDWXUH
returned to normal three weeks ago, he still has not recovered his strength, he suffers from debility and 
SDLQ LQ KLV DUPV DQG VKLQV DQG KH ORRNV GHOLFDWH¶ ,W ZDV QRW XQWLO  $SULO  that Tolkien is 
GHFODUHGµUHFRYHUHGDQGILWIRUJHQHUDOVHUYLFH¶&KULVWLQD6FXOODQG:D\QH*+DPPRQGThe J.R.R. 
Tolkien Companion and Guide, 2 vols (London: HarperCollins, 2006), I, pp.102, 104.) 
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particularly, the wound that Frodo receives while invisible at Weathertop, as 
described at the opening of this chapter, reflects the injury suffered by Bache Smith 
shortly after the Somme: shrapnel in his arm and thigh that became infected with gas 
JDQJUHQH ,Q 7RONLHQ¶V WH[W D SLHFH RI PHWDO UHPDLQV LQ )URGR¶V ZRXQG ZKHUH




Immediately, though everything else remained as before, dim and dark, the 
shapes became terribly clear. He was able to see beneath their black 
wrappings. >«@ ,Q WKHLU ZKLWH IDFHV EXUQHG NHHQ DQG PHUFLOHVV H\HV >«@. 
7KHLUH\HV IHOORQKLPDQGSLHUFHGKLPDV WKH\ UXVKHG WRZDUGVKLP >«@$
shrill cry rang out in the night; and he felt a pain like a dart of poisoned ice 
pierce his left shoulder.22 
 
,QERWKQRYHODQGILOP)URGR¶VVWDEELQJLVDWUDQVJUHVVLYHDQGPXOWLVHQVRU\PLQJOLQJ
of vision, sound and touch, through which the extraordinarily visual register of 
invisibility is made manifest as the sensation of pain. Thermal values, too, are 
HQIROGHG LQWR WKH VFKHPH DV WKH µGDUW RI SRLVRQHG LFH¶ ILQGV IXUWKHU YRLFH LQ ILOP
through the chill blue and white palette that cuts through the darkness as Frodo is 
stabbed. 
'LUHFWRU3HWHU-DFNVRQGHVFULEHVWKHVHPRPHQWVWRUHSUHVHQWµZUDLWKZRUOG¶RU
µWKHWZLOLJKWZRUOGRIWKHULQJ¶.23 The visual scheme is evocative of the paintings of El 
Greco, the impression of optical defect connecting with the common (though 
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 7KHLQIOXHQFHRIWKH)LUVW:RUOG:DURQ7RONLHQ¶VZRUN is explored in John Garth, Tolkien and the 
Great War: The Threshold of Middle-earth (London: HarperCollins, 2004). Garth writes of Bache 
6PLWK¶VVKUDSQHOLQMXU\µ$IWHUWZRGD\VKRZHYHUKHGHYHORSHGJDVJDQJUHQH%DFWHULDIURPWKHVRLO
had infected his WKLJK ZRXQG NLOOLQJRII KLV WLVVXHV DQG VZHOOLQJ WKHP ZLWK JDV¶ S6HH DOVR
%DUWRQ )ULHGPDQ µ7RONLHQ DQG 'DYLG -RQHV 7KH *UHDW :DU DQG WKH :DU RI WKH 5LQJ¶ Clio, 11.2 
(1982), 115±116; and 0DUN+HEHUOHµ7KH6KDGRZRI:DU7RONLHQ7UDXPD&KLOGKRRG)DQWDV\¶LQ
Under Fire: Childhood in the Shadow of War, ed. by Elizabeth Goodenough and Andrea Immel 
(Detroit: Wayne State University Press, 2008), pp.129±158. 
22
 Tolkien, The Lord of the RingsS7RONLHQDOVRGHVFULEHVKRZ)URGR¶VFRPSDQLRQVH[perience 
KLVGLVDSSHDUDQFHµWKH\KDGVHHQQRWKLQJEXWWKHYDJXHVKDGRZ\VKDSHV>RIWKHULQJZUDLWKV@FRPLQJ
towards them. Suddenly to his horror Sam found that his master [Frodo] had vanished; and at that 
moment a black shadow rushed past him, and he fell. +HKHDUG)URGR¶VYRLFHEXWLWVHHPHGWRFRPH
from a great distance, or from under the earth, crying out strange words. They saw nothing more, until 





-DFNVRQµ$XGLR&RPPHQWDU\7KH'LUHFWRUDQG:ULWHUV¶The Lord of the Rings: The Fellowship of the 
Ring (2002) [on DVD].) 
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erroneous) supposition that the painter suffered from a visual astigmatism.24 These 
atmospheriFHIIHFWVZHUHSURGXFHGE\:HWD'LJLWDOXVLQJDWHFKQLTXHFDOOHGµRSWLFDO
IORZ¶ZKLFKWKHILOP¶VYLVXDOHIIHFWVDUWGLUHFWRU3DXO/DVDLQHGHVFULEHVDVµDPHWKRG
RI GLVWRUWLQJ LPDJHU\ XVLQJ RWKHU PRYLQJ IRRWDJH DV D WULJJHU IRU WKH GLVWRUWLRQ¶
Lasaine expODLQVWKDWKLJKFRQWUDVWIRRWDJHRIILUHZDVXVHGµQRWXVLQJWKHLPDJHU\¶
but µusing the pattern of the imagery to create [the impression of] a physical 
GLVWRUWLRQ¶25 The filmmakers sought to impart a cinematic atmosphere of pain, and 
Lasaine describes tKHHIIHFWVWRHYRNHµDUHDOO\IDVWZLQG>«@DQGDVWKHZLQGEORZVLW
WHDUV >WKH ILJXUHV@ DSDUW DQG SLHFHV IO\ RII¶ EHIRUH WKH\ µFRPH EDFN DQG
UHFRQVWLWXWH¶26 9LVXDO HIIHFWV VXSHUYLVRU -LP 5\JLHO H[SODLQV WKDW µWKH LGHD ZDV WR
make it look like a painful pODFHWREHLQ¶27 7KHILOP¶VVXSHUYLVLQJVRXQGHGLWRU0LNH
Hopkins similarly describes the aural disturbances of the Weathertop sequence, 
LQFOXGLQJ WKH VFUHDPV RI WKH ULQJZUDLWKV WR FRQWULEXWH WR µWKH RQH VFHQH WKDW PRVW
SHRSOH DJUHH >«@ FDQ EH SDLQIXO¶ ZKLOH +RSNLQV¶V FROOHDJXH (WKDQ YDQ GHU 5\Q
UHIOHFWVWKDWµ3HWHU¶VGLUHFWLRQLQWKLVVFHQHLVWKDW>WKHVRXQGV@VKRXOGEHSDLQIXODQG
WKDW WKH VFHQH VKRXOG EH SDLQIXO ,W¶V DOZD\V D ILQH OLQH EHWZHHQ QRW FKDVLQJ DQ
audience out of a theatre, and making thePIHHOOLNHWKH\¶UHDFWXDOO\WKHUH¶28 
)URGR¶V distressing experience of invisibility at Weathertop reflects what 
Synnott describes to be D&KULVWLDQVHQVRU\WUDGLWLRQWKDWHQFRXUDJHVµWKHLPSRVLWLRQ
                                                 
24
 For example, El Greco, The Vision of St John (1608±1614, The Metropolitan Museum of Art, New 
York), reproduced at <http://metmuseum.org/collection/the-collection-online/search/436576> 
[accessed 20 September 2014]. 
25
 3DXO/DVDLQHµ:HWD'LJLWDO¶The Lord of the Rings: The Fellowship of the Ring (2002) [on DVD]. 
6LPLODUO\YLVXDOHIIHFWVVXSHUYLVRU-LP5\JLHOGHVFULEHVWKHHIIHFWWRKDYHµPXOWL-planing qualities to it, 
so, as you came around, the streaks that were coming around in front kind of occluded the ones in the 
back, and it was keyed to getting that dimensionality that all this stuff moved around in, and that it was 
actually part of the world as opposed to jusW D 'HIIHFW WKDW ZDV DGGHG ODWHU¶ -LP5\JLHO µ$XGLR
Commentary: The Production/Post-3URGXFWLRQ7HDP¶ The Lord of the Rings: The Fellowship of the 
Ring (2002) [on DVD].) 
26
 -LP 5\JLHO DQG 3DXO /DVDLQH µ:HWD 'LJLWDO¶ The Lord of the Rings: The Fellowship of the Ring 





The Lord of the Rings: The Fellowship of the Ring (2002) [on DVD]. The disorientating atmospheres of 
this invisible realm also appear in a prequel to the trilogy, The Hobbit: An Unexpected Journey (Peter 
Jackson, 2012), in which a single similar sequence ± in which Bilbo wears the newly discovered ring 
and becomes invisible, experiencing an intHUVXEMHFWLYHVHQVHRI*ROOXP¶VPHQWDODQGSK\VLFDOSDLQ± 
was shot, and presented in some theatres, in 3D and at 48 frames per second: new modes of 
presentation that were reported to produce feelings of extreme nausea and discomfort in some viewers. 
(See, IRUH[DPSOH&DWKHULQH6KRDUGµ7KH+REELW:KDW¶VWKH*URVV-factor as Film-goers Complain of 
6LFNQHVV"¶The Guardian, 3 December 2012 <http://www.guardian.co.uk/film/shortcuts/2012/dec/03/ 
the-hobbit-film-complain-sickness> [accessed 3 June 2013]. 
Chapter Five  395 
RISK\VLFDOSDLQRQ WKHVHOI LQ LPLWDWLRQRI&KULVW¶VSDVVLRQDQGGHDWK¶29 There are 
Christ-like dimensions to many of the invisible bodies discussed in this thesis, but the 
figure of Frodo ± WKURXJKRXWWKHWULORJ\EXWSDUWLFXODUO\LQWKLVµFUXFLIL[LRQ¶VHTXHQFH
± connects most strongly with a such a paradigm of painful embodiment that affirms 
the fragility of incarnation. The GHYHORSPHQW LQ )URGR¶V H[SHULHQFH RI LQYLVLELOLW\
from disorientation at the inn to the experience of intense physical pain ± described as 
the distinct sensory modality of nociception ± at Weathertop is the beginning of the 
JUDGXDOYLVLEOHUXLQDWLRQRI)URGR¶VERG\ WKDWSURFHHGV WKURXJKRXW WKHILOP. Murray 
3RPHUDQFHH[SORULQJ)URGR¶VLQYLVLELOLW\LQWKHVHILOPVLQWHUPVRIDGROHVFHQWULWXDO
has interpreted the Weathertop sequence to demonstrate )URGR¶VSXUVXLWRIDµIDQWDV\¶
RIµYR\HXULVP¶LQZKLFKµDVKHLVWKUHDWHQHGE\WKHILHUFH5LQJ:UDLWKV>«@)URGR
GLVDSSHDUVDQGZDWFKHVWKHPIURPWKHVDIHW\RIKLVLQYLVLEOHHQYHORSH¶30 However, I 
GRQRW UHFRJQLVH )URGR¶VSRVLWLRQDVRQHRI safe or conventional voyeurism, but of 
subjection, WKHSXQLVKPHQWIRUWKHWUDQVJUHVVLRQRI)URGR¶VEHFRPLQJLQYLVLEOHbeing 
to be made subject to an unconventional gaze, to be tortured and tormented by the 
dead-eyed stares of his persecutors, whose penetrative, cross-modal vision is 
materialised as the blade with which he is stabbed. It is part of the paradoxical quality 
of this invisibility that, subjected to a spectacular pain, Frodo experiences an 
intensification of extra-YLVXDO VHQVDWLRQ 7KH ZRUG µSDLQ¶ KDV its roots in the word 
µSXQLVK¶31 though, as Foucault observes, ZKDW ZDV RQFH µDQ DUW RI XQEHDUDEOH
VHQVDWLRQV¶LQFRQWHPSRUDU\IUDPHZRUNVRISXQLVKPHQWµ>S@hysical pain, the pain of 
WKHERG\LWVHOILVQRORQJHUWKHFRQVWLWXHQWHOHPHQWRIWKHSHQDOW\¶32 Foucault argues 
that µPRGHUQULWXDOVRIH[HFXWLRQDWWHVWWR>«@WKHGLVDSSHDUDQFHRIWKHVSHFWDFOHDQG
WKHHOLPLQDWLRQRISDLQ¶33 DQG)URGR¶VSULYDWHSXQLVKPHQWKLGGHQ IURP WKHH\HVRI
his companions, surely connects with )RXFDXOW¶V FRQWHQWLRQ WKDW LQ PRGHUQLW\ µWKH
great spectacle of physical punishment disappeared; the tortured body was avoided; 
WKHWKHDWULFDOUHSUHVHQWDWLRQRISDLQZDVH[FOXGHGIURPSXQLVKPHQW¶34 And yet, as I 




 0XUUD\ 3RPHUDQFH µ7KH /DGG\ 9DQLVKHV¶ LQ From Hobbits to Hollywood: Essays on Peter 
-DFNVRQ¶V Lord of the Rings, ed. by Ernest Mathijs and Murray Pomerance (Amsterdam and New 
York: Rodopi, 2006), pp.351±372 (p.360). 
31
 Oxford English Dictionary. 
32
 Foucault, Discipline and Punish, p.11. 
33
 Foucault, Discipline and Punish, p.11. 
34
 Foucault, Discipline and Punish, p.14. 
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VKDOOH[SORUHEHORZVRPHWKLQJRIWKHLQYLVLELOLW\RIERWK)URGR¶VWRUWXUH and his pain 
is presented spectacularly to the cinematic witness. 
 
The disappearance of the body: pain, metaphor and boundary blurring 
A certain correlation between invisibility and pain has been observed by numerous 
ZULWHUV 'HVFULELQJ SDLQ DV µWKH PRVW G\QDPLF RI WKH VHQVHV¶ -HDQ ( -DFNVRQ
HPSKDVLVHV µSDLQ¶V LQYLVLELOLW\ DQG RQWRORJLFDO DQG HSLVWHPLF XQFHUWDLQW\¶35 while 
Elaine Scarry FRQWHQGV WKDW µ>R@QH DVSHFW RI JUHDW SDLQ >«@ LV WKDW LW LV WR WKH
individual experiencing it overwhelmingly present, more emphatically real than any 
other human experience, and yet is almost invisible to anyone else, unfelt and 
XQNQRZQ¶36 Drew Leder complicates such notions with his assertion that, when the 
body is functioning ordinarily and without pain it seems, to the subject, as though 
disappeared.37 Leder contrasts this condition with what he calls µG\V-DSSHDUDQFH¶ D
term that defines experiences of painful bodily dysfunction through which awareness 
of RQH¶V RZQ ERG\ becomes unpleasantly aggravated )URGR¶V XQFRQYHQWLonal and 
XQSOHDVDQW UHDSSHDUDQFH LQ LQYLVLELOLW\ LOOXVWUDWHV ZHOO /HGHU¶V QRWLRQ RI WKH
experience of pain as an undermining of conventional frameworks of invisibility in 
which the body seemingly disappears. 
When, in writing on the representational problems of pain, James Elkins 
GHVFULEHVWKHµVKDUSRFXODUTXDOLW\RISDLQRQVNLQ>«@WKHSODFHZKHUHDOOVHQVDWLRQ
LV PRVW SUHFLVH¶ KH DUJXHV WKDW VHQVDWLRQ µVSHDN>V@ PRVW HORTXHQWO\ XVLQJ WKH
ODQJXDJHRIVNLQ¶38 Relationships between pain and language have been explored in 
numerous works over recent years,39 with many observers concurring to some degree 
ZLWK 6FDUU\¶V VXJJHVWLRQ WKDW µ>S@K\VLFDO SDLQ GRHV QRW VLPSO\ UHVLVW ODQJXDJH EXW
actively destroys it, bringing about an immediate reversion to a state anterior to 
ODQJXDJHWRWKHVRXQGVDQGFULHVDKXPDQEHLQJPDNHVEHIRUHODQJXDJHLVOHDUQHG¶40 
DWWHVWLQJ IRU H[DPSOH WKDW SDLQ µRFFXUV RQ WKDW IXQGDPHQWDO OHYHO RI ERGLO\
                                                 
35
 -HDQ ( -DFNVRQ µ3DLQ 3DLQ DQG %RGLHV¶ LQ A Companion to the Anthropology of the Body and 
Embodiment, ed. by Frances E. Mascia-Lees (Chichester: Blackwell, 2011), pp.370±387 (pp.374, 370). 
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 Elaine Scarry, The Body in Pain: The Making and Unmaking of the World (Oxford: Oxford 
University Press, 1985), pp.10, 51. 
37
 Drew Leder, The Absent Body (Chicago and London: University of Chicago Press. 1990), p.69. 
38
 James Elkins, Pictures of the Body: Pain and Metamorphosis (Stanford, CA: Stanford University 
Press, 1999), p.35. 
39
 -HDQ(-DFNVRQREVHUYHV WKDWD µJUHDWGHDOKDVEHHQZULWWHQRIWHQHPSOR\LQJDSKHQomenological 
DSSURDFK DERXW WKH UHODWLRQVKLSEHWZHHQ ODQJXDJH DQGSDLQ >«@3DLQ WHQGV ³WR DFWLYHO\ µUHVLVW¶ WKH
FXOWXUDOSDWWHUQLQJRIOLQJXLVWLFDQGLQWHUSUHWLYHIUDPHV´¶µ3DLQ3DLQDQG%RGLHV¶S 
40
 Scarry, The Body in Pain, p.4. 
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experience which language encounters, attempts to express, and then fails to 
HQFRPSDVV¶ DQG WKDW µSDLQ UHVLVWV V\PEROL]DWLRQ¶41 )RU6FDUU\SDLQ LV LQYLVLEOH µLQ
part because of iWVUHVLVWDQFHWRODQJXDJH¶EXW 
 
it is also invisible because its own powerfulness ensures its isolation, ensures 
that it will not be seen in the context of other events, that it will fall back from 
its new arrival in language and remain devastating.42 
 
The invisible Frodo always remains inarticulate, and his agonised emergence from 
exposure to invisibility is synchronised with an awful cry, as if having screamed 
himself back into visibility, distancing distinctive language in the expression of a 
chaos of sensation (fig. 5.18). This initially silent scream IDOOVLQWR6FDUU\¶VFDWHJRU\
RIµWKHRSHQPRXWKZLWKQRVRXQGUHDFKLQJDQ\RQH¶LQSDLQWLQJDQGILOPLPDJHU\RI
µa human being so utterly consumed in the act of making a sound that cannot be 
KHDUG¶WKDWVKHDUJXHVµFRLQFLGHVZLWKWKHZD\LQZKLFKSDLQHQJXOIVWKHRQHLQSDLQ
EXW UHPDLQVXQVHQVHGE\DQ\RQHHOVH¶43 )RU6FDUU\SDLQ¶V µUHVLVWDQFH WR ODQJXDJH¶
ensures LWV µXQVKDUDELOLW\¶44 DQG IRU /HGHU OLNHZLVH µSDLQ LV WKH FRQVXPPDWHO\
SULYDWH VHQVDWLRQ >«@ ODUJHO\ HQDFWHG ZLWKLQ WKH VROLWDU\ WKHDWHUV RI WKH ERG\¶ DV
FRQWUDVWHGZLWKWKHUHDFKLQJRXWRIµVLJKWDQGKHDULQJ>«@WRDFRPPRQZRUOG¶45 As 
we have seen, sXFK WHQGHQFLHV DUH FKDOOHQJHG ZLWK WKH LQYLVLELOLW\ RI )URGR¶V SDLQ
mediated through a passage of extraordinary visualisation and sonification, and it is 
notable that aOORI)URGR¶VHQFRXQWHUVZLWK invisibility are sonically punctuated with 
WKHµEODFNVSHHFKRI0RUGRU¶ DQDEUDVLYHIRUHLJQWRQJXHWKDW7RONLHQGHVFULEHVDVµD
WRQJXHRIWKH%ODFN/DQG¶DQµXQNQRZQ¶ODQJXDJHWKDWLVµIRXODQGXQFRXWK¶46 In the 
films this unspeakable language of invisibility is translatable primarily though the 
hyperaesthesia of intense audiovisual and atmospheric experience.47 
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 Arthur Kleinman, Paul E. Brodwin, Byron J. Good, Mary--R 'HO9HFFKLR *RRG µ3DLQ DV +XPDQ
([SHULHQFH$Q,QWURGXFWLRQ¶Pain as Human Experience: An Anthropological Perspective (Berkeley 
and Los Angeles, CA: University of California Press, 1992), pp.1±28 (pp.7±8). Scarry contends that 
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Literature and Medicine, 9 (1990), 1±11 (p.5)). 
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 Scarry, The Body in Pain, p.61. 
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 IsiOGXUZULWHVWKDWµthe language is unknown to me. I deem it to be a tongue of the Black Land, since 
it is foul and uncouth.¶7RONLHQThe Lord of the Rings, p.246. Emphasis in original.) 
47
 Scarry, The Body in Pain, p.19. 
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$PLGVWWKHµODQJXDJH-GHVWUR\LQJ¶SRWHQWLDORIWKHLQYLVLEOHERG\ The Lord of 
the Rings institutes both invisibility as a metaphor for pain and pain as a metaphor for 
invisibility. It is thus notable that, for Joanna Bourke, µPHWDSKRULFDOGLYHUVLW\LVDNH\
feature in pain-VSHHFK¶48 %RXUNH DUJXHV WKDW µSDLQ-QDUUDWLYHV¶ µPRVW RIWHQ
fragmHQWDU\¶ XVH metaphors µto bring interior sensations into a knowable, external 
ZRUOG¶ LQ RUGHU µWR LPSRVH DQG FRPPXQLFDWe) some kind of order¶ RQWR pain 
H[SHULHQFHVWKDWDUHRWKHUZLVHµUHVLVWDQWWRH[SUHVVLRQ¶49 For Jackson, pain narratives 
µare oIWHQ JULSSLQJ HYHQ ³SRLQWOHVV´ ³PHDQLQJOHVV´ pain can motivate the teller to 
aim for impressive heights of descriptive power, in particular through metaphor¶.50 As 
well as serving as a detailed pain narrative told through the audiovisual metaphor of 
invisibility, The Lord of the Rings powerfully depicts pain as a psychophysical 
challenge to mind±body dualism, corroborating Bourke¶V assertion that the experience 
of pain actively µXQGHUPLQHVPLQG±ERG\GLFKRWRPLHV¶.51 
For Jackson, it is in the particular experience of chronic pain that such 
undermining of mind±body dichotomies may be expressed. As she writes:  
 
chronic pain, by profoundly challenging mind±body dualism, turns the person 
embodying that challenge into someone ambiguous, perceived to transgress 
WKHFDWHJRULFDOGLYLVLRQVEHWZHHQPLQGDQGERG\>«@52 
 
,W LV VXFK D FDWHJRU\ WKDW )URGR¶V SDLQ RFFXSLHV WKH ZRXQG KH UHFHLYHV ZKLOVt 
LQYLVLEOHGHVFULEHGDVRQHWKDWµZLOOQHYHUIXOO\KHDOKHZLOOFDUU\LWIRUWKHUHVWRIKLV
OLIH¶ As the trilogy closes, Frodo feels the pain of his wound keenly on the 
DQQLYHUVDU\RILWV LQIOLFWLRQµ,W¶VEHHQIRXU\HDUVWR WKHGD\VLQFH:HDWKHUWRS6am. 
,W¶VQHYHUUHDOO\KHDOHG¶DQGLWLVVWLPXODWHGDQHZDVWKHIRFDOSRLQWRIDQXPEHURI
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 -RDQQD %RXUNH µ3DLQ 0HWDSKRU %ody, and Culture in Anglo-American Societies between the 
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WKRVH VHQVDWLRQV /DQJXDJH >«@ FROODERUDWHV LQ WKH FUeation of physiological bodies and metaphoric 
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subjective pain flashbacks at intervals throughout. Such a flashback occurs in The 
Two Towers DV D GLVWDQW ULQJZUDLWK HPLWV D SLHUFLQJ FU\ µFDOOLQJ IRU¶ WKH ULQJ, and 
another occurs in The Return of the King, ZKHQWKHULQJZUDLWK¶VVLPLODUO\SHQHWUDWLQJ
VFUHHFK FDXVHV )URGR WR µIHHO KLV EODGH¶ ,Q WKH IRUPHU VHTXHQFH )URGR¶V UHQHZHG
VHQVDWLRQ RI SDLQ LV LQWHQVHO\ FRPPXQLFDWHG WR WKH ILOP¶V DXGLHQFH WKURXJK
interruptive visual flashbacks to the moment he received the wound while invisible. 
7KLV MDUULQJ UHFRQQHFWLRQ ZLWK )URGR¶V RULJLQDO pain experience emphasises his 
psychophysical condition as one equating to shellshock or Post-Traumatic Stress 
Disorder. For Roger LuFNKXUVWVXFK WUDXPDµLVHQJUDYHG LQ WKHPLQGXQGHUGLVWLQFW
conditions, etched in by the heightened adrenaline of the physiological reaction to 
bodily stress¶, and KH FRQWHQGV QRW RQO\ WKDW WKH µIRXQGDWLRQDO VWRULHV RI FLQHPD
themselves circle around profRXQG SK\VLRORJLFDO VKRFN¶ EXW WKDW FLQHPD µKDV
continued to interact with and help shape the psychological and general cultural 
GLVFRXUVH RI WUDXPD LQWR WKH SUHVHQW GD\¶53 Janet Walker defines a post-1980s 
FDWHJRU\ RI µWUDXPD FLQHPD¶ DV µILOPV WKDW GHDO Zith a world-shattering event or 
HYHQWV >«@ LQ D QRQUHDOLVW PRGH FKDUDFWHUL]HG E\ GLVWXUEDQFH DQG IUDJPHQWDWLRQ RI
WKH ILOPV¶ QDUUDWLYH DQG VW\OLVWLF UHJLPHV¶54 )URGR¶V SDLQ IODVKEDFN fits this 
description, as does each sequence in which his body becomes invisible: the trauma of 
invisibility thus marked as a chronic sensory condition. 
:KLOH D YLHZLQJ RI )URGR¶V GLVFRPIRUWHG ERG\ PLJKW FKLPH ZLWK Elkins¶V
suggestion WKDW µ%HFDXVH WKH ERG\ LQWURPLWV WKRXJKW LPSRUWDQW DVSHFWV RI P\
responses to a picture of a ERG\PLJKWQRWHYHQEHFRJQL]HG ,PD\>«@EH WKURZQ
LQWR D IUXVWUDWHG PRRG XSRQ VHHLQJ D ILJXUH WKDW LV WZLVWHG RU FUDPSHG¶,55 the 
particular cinematic form induces further sensory assaults, received by the cinematic 
witness through visual, aural interruptions that stimulate psychic and physical shocks 
even as they sit comfortably in the theatre, feeling cramped and agonised in plush and 
spacious seats as they too submit to a psychophysical blurring of sensory boundaries. 
Susan Buck-Morss has written of the UHODWLRQVKLS EHWZHHQ WKH µSURVWKHWLF
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 Roger Luckhurst, The Trauma Question (London and New York: Routledge, 2008), pp.148, 177. 
Luckhurst has observed that, in the representation of traumatic incidents that the perceptual experience 
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H[SHULHQFHV¶ RI FLQHPD DQG µWKH QHUYRXV V\VWHP¶ DUJXLQJ WKDW the µFLQHPDWLF
FRPPXQDOH[SHULHQFHLVRQHRIVKRFN¶ 
 
Cognition is a physical as well as an intellectual function. If we consider the 
cinema screen as a prosthetic organ of the senses, then one characteristic 
strikes us as paramount. Exposed to the sensual shock of the cinema, the 
nervous system is subject to a double, and seemingly paradoxical 
modification: On the one hand there is an extreme heightening of the senses, a 
hypersensitivity of nervous stimulation. On the other, there is a dulling of 
sensation, a numbing of the nervous system that is tantamount to corporeal 
anaesthetization.56 
 





a heightened intensification of the senses. The techniques of framing, close-up 
and montage are powerful instruments for the intensification of the senses. 
They expose the nerve endings to extreme stimulation from the most shocking 
SK\VLFDOVHQVDWLRQV>«@6LWWLQJIDFLQJIRUZDUGLQWKHGDUNHQHGWKHDWUH>«@
WKHYLHZHULVERPEDUGHGE\SK\VLFDODQGSV\FKLFVKRFNEXWIHHOVQRSDLQ>«@
The shocking, hyper-sensory cinema-events are absorbed passively, severing 
the connection between perception and muscular innervation.58 
 
With such a sense of absence exacerbated in the case of an onscreen invisible body, 
the audience of The Lord of the Rings shares something of the fraught sensations of 
the invisible individual. Distinctions between protagonist and spectator become as 
blurred as those between the visible and the invisible, and so too intermingles the 
hyperaesthetic with the anaesthetic, another upsetting of sensory binaries and 
LQWHUPLQJOLQJ RI RVWHQVLEOH ELSRODULWLHV )URGR¶V SHUVLVWHQW GHVLUH WR HQWHU LQWR
invisibility ± illustrated through the use of slow-motion and muted palettes of both 
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erotic perception by reifying the screen body, which is displayed in all its intimacy as a public object 
IRUVSHFXODUHQMR\PHQW>«@$OONLQHWLFDFWLYLW\LVUHVHUYHGIRUWKH³REMHFWLILHG´VFUHHQ-bodies ± who 
are as anaesthetized to the audience reaction as the latter is to the spectacle of their bodily pain. And 
yet, despite the fact that they feel no pain, the screen bodies remain vulnerable to the pure, reduced, and 
intrusive bUXWDOLW\RIWKHJD]H¶S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sound and colour as he fondles the ring ± frequently resembles a numb and orgasmic 
sensation: a sadomasochistic expression of a kind of pain that has, in the 
disorientative and multisensory state of invisibility, been defocused, the sensation 
dispersed ± erotically ± across the wider sensorium. As we will see in part two, such 
interconnective frameworks are extended in The Lord of the Rings¶ construction of 
relations between vision and the invisible. 
 
 
Two: Invisibility and Intersensoriality 
 
The disembodied eye 
Although most of the figures associated with invisibility in The Lord of the Rings are 
characterised by their experiences of physical pain, the delicate sense of embodiment 
that finds its most powerful expression LQ)URGR¶VYXOQHUDEOHERG\ LV IRUPXODWHG LQ
opposition to that of Sauron, whose relationship with invisibility, and with the ring, is 
more singular. When shown wearing the ring, in flashback, 6DXURQ¶V body seems 
visible enough, though, beneath the enveloping armour that encases him completely, 
the matter of 6DXURQ¶V ERG\ LV LQGHHG LQYLVLEOH DQG even this prosthetic shell is 
cinematically expressed in terms of frustrated visibility: full visual disclosure 
tempered through quick cuts and close, fragmented framing, while a single, albeit 
brief, full body view is distorted through a haze (fig. 5.19 6DXURQ¶V visualisation 
elucidates a frustrated experience of viewing, and a similarly frustrated tactility is 
exercised in his initial defeat, losing the ring whilst attempting an act of touch: the 
DPSXWDWLRQ RI KLV VSOD\HG GLJLWV SUHFLSLWDWLQJ KLV ERG\¶V H[SORVLRQ ZLWK D PLJKW\
shockwave, while the smoke then seeping from beneath his armour speaks of 
consignment to an immaterial fate (fig. 5.20).59 :LWKRXWWKHULQJ6DXURQµFDQQRW\HW
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 When the ring, and so the capacity for embodied invisibility, is lost, so is the finger, the mechanism 
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WDNH SK\VLFDO IRUP EXW KLV VSLULW KDV ORVW QRQH RI LWV SRWHQF\¶60 His disembodied 
nature is an immaterial one, described, in terms of problematic viewing, as µGDUNQHVV¶
µVKDGRZ¶DQGDV WKHunintelligible and ataxonomical µZKLVSHUVRIDQDPHOHVV IHDU¶. 
7KDW WKH HPERGLHG 6DXURQ H[LVWV RQO\ LQ IODVKEDFN µWKUHH WKRXVDQG \HDUV DJR¶
outside the standard temporal register of the film, positions him as out of touch with 
the immediacy that most characterises sensory experience. In the present tense that 
the film mostly narrates6DXURQ¶VXQQDWXUDOFKDUDFWHU derives largely from his lack of 
a body, his absence of flesh. Despite a distinct lack of fingers, Sauron is invested 
entirely in reacquiring the ring, and so stimulating his full re-embodiment, his 
prospective reconstitution and rematerialisation itself constituting a key and fearful 
trajectory of the story.61 
IQ WKLVGLVHPERGLHG VWDWH µconcealed within his fortress, the lord of Mordor 
sees all. His gaze pierces cloud, shadow, earth and flesh>«@$JUHDWH\H«OLGOHVV«
wreathed in flame¶. )LUVWVHHQDV)URGR¶VIULHQG Gandalf hesitantly moves to examine 
the ring, this eye induces immediate tensions between vision and touch. Looking on 
the ring from above, Gandalf reaches his hand down to pick up the ring, his fingers 
extended and drawing closer and closer, the lens zooming gently with them, until, at 
the moment they are about to make contact, they pause, and any contact is prohibited 
by a near-subliminal cut ± with startling audio accompaniment ± that shows a 
momentary insert of a huge, burning eye, which fills the screen (fig. 5.21). This 
LQWHUUXSWLRQ MROWV*DQGDOI MXVWDV LW MROWV WKH ILOP¶VDXGLHQFHRXW IURPDFORVHTXLHW
straining contemplation of touch. This physical response to jarring audiovisual 
experience conflates a number of different strategies of looking: that of being seen, by 
the great eye; that of seeing the act of looking that this eye partakes in; that of feeling, 
physically, the raw sensation of vulnerability felt by the one who is being seen. The 
fiery constitution of this incorporeal, fleshless eye, corresponds with the textures of 
the invisibility sequences in which it has been seen to operate most powerfully. Only 
the ring, and a concomitant engagement with invisible embodiment, will enable 
6DXURQ¶V WUDQVFHQGHQFH RI WKH VHQVRU\ OLPLWDWLRQV RI this mono-sensory condition. 
Appearing twice as coarse graffiti, the image of the eye serves to symbolise the 
                                                 
60
 As Tolkien expands LQDODWHUZRUNµ6DXURQZDVIRUWKDWWLPHYDQTXLVKHGDQGKHIRUVRRNKLVERG\
and his spirit fled far away and hid in waste places; and he took no visible shape again for many long 
\HDUV¶The Silmarillion, p.333). 
61
 Such a passage is similarly observed in the contemporaneous Harry Potter series of films (2001±
2011), in which the undead antagonist Voldemort is ever enacting an unsettling trajectory towards re-
embodiment. 
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disembodied Sauron, and the round ring too evokes the eye, changing size like a 
dilating pupil.62 AltKRXJK6DXURQ¶VSRZHUFDQthus be understood as dependent upon 
an incisive scopic thrust, and though this intense gaze has some propensity for psychic 
violence ± a mindful eye, rather than an embodied eye ± such powers are limited. That 
6DXURQ¶VH\HLVµOLGOHVV¶ emphasises both the divorce of vision from the body and the 
LPSRVVLELOLW\RIWKLVH\H¶VFORVXUH; its inability to blink expresses an inflexible mode 
of vision whilst also distancing it from the cinematic mechanics of projection. The 
VHQVRU\ IUXVWUDWLRQV LQKHUHQW LQ6DXURQ¶VGLVHPERGLHG JD]H H[KLELW DQ DYHUVLRQ WR D
ZLGHUFRPSOH[LRQRIVHQVXDOLQWHUPLQJOLQJFRQWUDVWLQJVKDUSO\ZLWK)URGR¶VLQWHQVHO\
embodied and multisensory experience of invisibility. 
$OLVRQ 3HLUVH KDV REVHUYHG WKDW µ-DFNVRQ HQJDJHV ZLWK DQG H[SORUHV WKH
SRVVLELOLWLHVRIYLVLRQDQG LPDJHVRI WKHH\H¶ERUURZLQJ µVSHFWDWRULDO FRQFHLWV IURP
the horror film in order to relate the ocularcentric to the vulnerability of the individual 
ERG\ RI )URGR¶ DQG WKXV HPSKDVLVLQJ µWKH KRUURU RI EHLQJ ZDWFKHG DQG RI
ZDWFKLQJ¶63 :KLOH 3HLUVH¶V GLVFXVVLRQ RI -DFNVRQ¶V DSSURSULDWLRQ RI RFXODUFHQWULF
horror tropes is compelling, her assertion that WKH µH\H RI 6DXURQ LV RPQLSUHVHQW¶
belies the complexity of perceptual formulations in the films. Ruth Goldberg and Krin 
Gabbard¶V observation WKDWµWKHH\HVHH[s] everything¶ is similarly misleading, as the 
vision of Sauron is clearly subject to debilitating limitations: an intimidating optical 
IDFXOW\ WKDW LQ QR ZD\ µVHHV DOO¶ H[SUHVVing instead frustrated pretensions towards 
omniscience.64 :HPLJKWUDWKHUWKLQNRIWKHµZDWFKLQJ¶H[SUHVVHGWKURXJKWKLVPDOLJQ
RUJDQLQWHUPVRIDKXEULVWLFGHPRQVWUDWLRQRIZKDW+RZHVGHVFULEHVDVµWKHZDWFKLQJ
which in a visualist age would increasingly seem to offer a total sensory experience in 
LWVHOI¶65 In its static setting, at the end of its stalk, the single eye exerts a mono-
directional gaze, like a radiating searchlight, and can see only one thing at a time 
HYHQ WKLV FDQ EH FRQWUDVWHG ZLWK *DQGDOI¶V FODULILFDWLRQ LQ UHVSRQVH WR %LOER¶V
HQWUHDW\ WKDW KH µNHHS DQ H\H RQ )URGR¶ RI µtwo H\HV¶ (fig. 5.22). These scopic 
OLPLWDWLRQV DUH PRVW DSSDUHQW WRZDUGV WKH WULORJ\¶V HQG DV WKH MLWWHU\ H\H URYHV
anxiously around its backyard, failing to see what it is looking for even when pointed 
right at it. 
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The nature of the eye of Sauron illustrates, for example, some of the questions 
asked at the end of the twentieth century by scholars such as David Michael Levin: 
 
Can it be demonstrated that, beginning with the Greeks, our Western culture 
has been dominated by an ocularcentric paradigm, a vision-generated, vision-
FHQWUHGLQWHUSUHWDWLRQRINQRZOHGJH WUXWKDQGUHDOLW\">«@&DQLWEHDUJXHG
that, in the period we caOOµPRGHUQLW\¶>«@WKLVRFXODUFHQWULVPhas assumed a 
distinctively modHUQ KLVWRULFDO IRUP" >«@ +RZ KDV WKH SDUDGLJP RI YLVLRQ
ruled, and with what effects?66 
 
/HYLQZRQGHUVµZKHWKHURXUFRQWHPSRUDU\FXOWXUHLVUHDOO\VWLOORFXODUFHQWULFZKHWKHU
it is in tUDQVLWLRQWRDGLIIHUHQWKLVWRULFDOO\QHZSDUDGLJP>«@,VWKHUHDSRVWPRGHUQ
future beyond the governance of ocularcentrism? What would a postmodern vision be 
OLNH"¶67 +HZULWHV WKDW µ>R@ur vision continues to change. But do we know ± can we 
tell from this history ± the full extent of our sensibilities? Do we know of what further 
GHYHORSPHQW RXU VHQVHV PD\ EH FDSDEOH"¶68 Perhaps most pointedly, Levin asks, 
µ>G@RHV FKDQJLQJ WKH ZRUOG UHTXLUH HQGLQJ WKH KHJHPRQ\ RI YLVLRQ"¶69 It is this 
question that appears to be DQVZHUHGDWWKHWULORJ\¶VHQGDVWKHSULQFLSOHFRQVHTXHQFH
of the destruction of the ring is the ensuing explosion of both the great eye and the 
landscape that surrounds it, a blast that sends out a huge shockwave, and that 
swallows up the forces of evil into the shadows of the earth (fig. 5.23). While this 
PRPHQWLOOXVWUDWHVWRVRPHH[WHQWZKDW0DUWLQ-D\KDVGHVFULEHGDVµWKHGHQLgration 
RIYLVLRQ¶LQWZHQWLHWK-century thinking,70 it should be noted that, in the context of The 
Lord of the Rings, this end of vision is also the end of its associative regime of 
invisibility. 
 
Eye trouble and the disintegrated sensorium of Sauron 
The spectacular destruction of the eye at the finale of The Lord of the Rings makes 
particularly explicit a recurring theme implied throughout invisible body cinema: the 
undermining of vision and the visible. Indeed, it might be remembered here that, in 
Siegfried, the title figure, shortly before acquiring the capacity for invisibility, is seen 
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 Martin Jay, Downcast Eyes: The Denigration of Vision in Twentieth-century French Thought 
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to slash at the eye of the dragon that he slays (fig. 5.24). Like a slash across the 
cinema screen, this full-frame image pre-empts Luis Buñuel and Salvador Dalí¶V1929 
slashing of the eyeball in Un Chien Andalou, an episode that has been described by 
Jay LQWHUPVRIµWKHYLROHQWGHQLJUDWLRQ RIWKHYLVXDO¶WKDWKHDUJXHVLVW\SLFDORIWKH




PXWLODWLRQRIWKHH\H>«@LVKHUH paradoxically given to the sight of those with 
the courage not to avert their eyes from what appears on the screen.72 
 
Numerous intense expressions of problematic vision pervade The Lord of the Rings: 
Gandalf is shown to sleep with unseeing eyes wide open; subject to the wizard 
6DUXPDQ¶VFRQWUROOLQJVSHOO7KHRGHQ¶VH\HVDUHPLVWHGRYHUDVLIE\FDWDUDFWs; when 
expelled from his possession of Theoden, Saruman himself bleeds from the eye; on 
the peripheries of Mordor, Frodo encounters both corpse figures with misted eyes and 
the giant spider Shelob, who is incapacitated through blinding. *ROOXP¶V
transformation from an ordinary creature into a wraith-like figure is depicted through 
the blinking of his eye: a moment at which a transition is also made from special 
makeup effects to computer-generated imagery. An eyeball motif also forms the 
clearest corollary of screen media in the trilogy, in the form of the palantír, a magical 
technology that enables distant communication, bringing together vision, thought and 
psychic speech, and that combines qualities of cinematic object and eyeball alike.. 
Like the ring, the palantír induces an erotic longing, and, as an eyeball that burns the 
hands, sending the beholder insensible, is also an agonised expression of hapticity 
(fig. 5.25).73 
7KH SDODQWtU¶V SDUWLFXODU FRQIODWLRQ of the proximal and distal qualities of 
touch and vision UHVRQDWHV ZLWK /DXUD 8 0DUNV¶V DVVHUWLRQ WKDW the µDELOLW\ WR
RVFLOODWHEHWZHHQQHDUDQGIDULVHURWLF¶74 Marks explains that, 
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just as the optical needs the haptic, the haptic must return to the optical. To 
maintain optical distance is to die the death of abstraction. But to lose all 
distance from the world is to die a material death, to become indistinguishable 
from the rest of the world. Life is served by the ability to come close, pull 
away, come close again. What is erotic is being able to become an object with 
DQGIRUWKHZRUOGDQGWRUHWXUQWREHLQJDVXEMHFWLQWKHZRUOG>«@75 
 
In The Lord of the Rings, )URGR¶V LQYLVLEOH ERG\ VDWLVILHV these conditions of 
eroticism. Bodily invisibility through the wearing of a ring enmeshes visuality and 
tactility, as transference between visibility and invisibility is stimulated through the 
LQGH[ ILQJHU¶V H[WHQVLRQ DQG LVRODWLRQ 7KURXJKRXW HDUWK\ KDQG WH[tures are 
contrasted with the reflective mirroring of the metal ring, emphasised in repeated 
frame-filling close ups. This optic-haptic intercourse communicates a sense of 
grasping, probing and pointing: a coincidence of touch and vision, proximity and 
distance. The climactic destruction of the ring, with Frodo unable to give it up, is 
enabled only through the biting off of his index finger. This body exercises itself into 
invisibility through a conflation of the haptic and the optical, and so opening up a 
space in which its nature as both sensible object and sensing subject is a fluctuating, 
coterminous one. Blurrings of boundaries, sensory and otherwise, through which 
bipolarities ± pain±numbness; hyperaesthesia±anaesthesia; touch±vision; proximal±
distal; body±mind ± are collapsed. 
Such boundary blurring is less evident in the case of Sauron himself. To 
compensate for the limitations of his monocular perception, Sauron controls figures 
who can be thought of as his sensory agents, sent out in multiple to collect sensory 
data on his behalf: the roving ringwraiths, reliant on their sense of smell,76 and the 
FKDUDFWHU µ7KH 0RXWK RI 6DXURQ¶ %UXFH 6SHQFH DQ H\HOHVV UHSUHVHQWDWLYH ZKRVH
exaggerated mouth speaks for his disembodied master (though whose quick 
beheaGLQJSODFHVIXUWKHUOLPLWDWLRQVRQ6DXURQ¶VVHQVRULXPDVWKHILOPQHDUVLWVHQG
(fig. 5.26). Yet these parts come together to constitute, at best, a disintegrated 
sensorium, in which a stifling disconnect can be observed between alternative sensory 
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modalities. It is, thus, not so much that the malign eye represents a vision that must be 
denigrated, but that its isolation is not sustainable. 
Throughout The Lord of the Rings, an extreme unsettling of vision unfolds. In 
the setting of the ruined watchtower, ruins become part of the invisible body scheme; 
the ruined building expresses both the mortification of the invisible antagonists that 
appear within its bounds and the impending debilitation of Frodo. Yet, the ruined 
watchtower also functions as a metaphor for the ruin of vision, invoking the invisible 
as a means of rethinking and reconfiguring vision through the body and its extra-
visual senses. The disorientating experience of invisibility, therefore, suggests a 
fluctuation of sensory values and interrelations, as shall be explored in the following 
section. 
 
Intersensoriality and the invisible body 
,Q ORRNLQJ WRR LQWHQWO\ZLWK LWVVHJUHJDWHGJD]H WKHµOLGOHVV¶H\H of Sauron enacts a 
mode of vision that amply illustrates &RQQRU¶V interpretation RI 6HUUHV¶s The Five 
SensesLQZKLFKµ[w]here the other senses give us the mingled body, vision appears 
on the side of detachment, separation. Vision is a kind of dead zone, as the petrifying 
sense, the non-sense, which it is the role of the other senses to make good or 
UHGHHP¶77 In contrast to such an arrangement, the figure of Frodo exemplifies an 
HQJDJHPHQWZLWKDPXOWLVHQVRU\VFKHPHRILQYLVLELOLW\)URGR¶Vphysical and cultural 
characteristics ± he has large eyes, ears and bare feet and, like other members of his 
species, is connected with a love of food, drink and smoking ± contributes to the 
constitution of his sensorium, the richness of which is diminished the further he 
travels into the barren wastelands of Mordor.78 As his proximity to the great eye 
increases, his connection with his extra-visual senses and the complexity of his 
sensorium begins to be effaced, as he states: µ,GRQ¶WUHFDOOWKHWDVWHRIIRRG«QRUWKH
sound oIZDWHU«QRU WKH WRXFKRIJUDVV¶. Such an experience of anguished sensory 
deprivation is FRUURERUDWHG LQ *ROOXP¶V SURORQJHG DQG GHELOLWDWLQJ H[SHULHQFH RI
invisibility, which similarly causes him to forget the rich nature and diversity of his 
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unfair observation, as we have also developed a key interest in the brewing of ales and the smoking of 
pipe-weed. But where our hearts truly lie, is in peace and quiet, and good tilled earth, for all hobbits 
VKDUHDORYHRIWKLQJVWKDWJURZ¶ 
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sensorium, compromising his sense of identity and also instilling in him the speech 
defect from which he derives his new name. As he narrates: 
 
Gollum: ZHIRUJRWWKHWDVWHRIEUHDG«WKHVRXQGRIWUHHV«WKHVRIWQHVVRIWKH
wind. We even forgot our own name. 
 
1HYHUWKHOHVV WKHSHUVLVWHQFHRI )URGR¶VPXOWLVHQVRULDO FKDUDFWHU LV VXFK WKDW, in his 
experiences within the realm of invisibility ± where the ocularcentricity of Sauron is 
seemingly all-powerful ± he retains something of his multisensory subjectivity. While 
Frodo¶V invisibility is concomitant with hyperaesthetic experiences of pain, 
disorientation and sensory overload, I would argue that these sequences also reflect an 
unsettling and complication of rigid sensory hierarchies. In fact, visuality itself is 
reinvigorated through this disorientative and indistinct mingling with a multiplicity of 
alternative modalities, and made more vital in this mix. 
.H\WR+RZHV¶V2003 book Sensual Relations LVWKHDXWKRU¶VHPSKDVLVRQWKH
YDOXHRIµH[SORULQJKRZWKHVHQVHVLQWHUDFWZLWKHDFKRWKHULQGLIIHUHQWFRPELQDWLRQV
DQG KLHUDUFKLHV¶.79 Such interactions are later described by Howes using the term 
µLQWHUVHQVRULDOLW\¶: 
 
The multidirectional character of intersensoriality means that no one sensory 
model can tell the whole story. This also applies to the senses themselves. No 
matter how culturally prominent a particular sensory field may be, it always 
operates interactively with other sensory domains and hence cannot reveal the 
whole story about the social sensorium.80 
 
For Howes, µWKHFRQFHSWRILQWHUVHQVRULDOLW\UHPLQGVXVWKDWQRPDWWHUKRZSURPLQHQW
or engrossing one strand of perception may appear, it is still knotted into the fibers of 
our multisensory existence¶.81 As we have seen, themes of invisibility in The Lord of 
the Rings superficially afford an opportunity to isolate the visual sense, but in fact 
open out upon a wider exploration of the interconnectivities of the sensorium. Beyond 
the disturbingly dominant presence of the eye, the intersensorial mingling that 
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emerges from invisibility is rather one in which no single sense is necessarily 
privileged over another. 
Connor H[SODLQV WKH PHFKDQLFV RI LQWHUVHQVRULDOLW\ LQ WHUPV RI µDQ
LQWHQVLILFDWLRQRIDZDUHQHVV¶: 
 
The senses are multiply related. We rarely if ever apprehend the world through 
one sense alone. Indeed, under conditions in which any one sense 
predominates, closer inspection may disclose that the predominating sense is 
in fact being shadowed and interpreted by other, apparently dormant senses. 
Indeed, we might enunciate a paradoxical principle: that the more we 
concentrate, or are concentrated upon one sense, the more likely it is that 
intersensorial spillings and minglings will be induced. To stare intently may be 
to long to grasp and consume; to be surrounded by sound is to be touched or 
moved by it. Intersensoriality is at work whenever one sense is stretched, 
LVRODWHGRULQWHQVLILHG>«@7KLVLVEHFDXVHHYHU\LQWHQVLILFDWLRQRIDSDUWLFXODU
sense involves a doubling of that sense, an apprehension of its action of 
sensing, as well as a losing of oneself in the object of the sense. Such 
intensifications or objectifications of the action of the senses are usually 
though not invariably, achieved by means of an intensification of awareness of 
the organ of the sense.82 
 
Such it is in the cinematic depiction of the invisible body, throughout all of the 
examples that this thesis addresses, where the visual sense of WKDW ERG\¶V potential 
witnesses ± both intra- and extra-diegetic ± is stretched and challenged, as viewers 
confront evidence of its persistent presence, materiality and sensitivity. Ultimately, in 
The Lord of the Rings, it is with the destruction of the great eye that Frodo is able to 
GRZKDWLWFRXOGQRWKHFORVHVKLVH\HVWRGHVFULEHDQH[SHULHQFHRIµVHHLQJ¶ZLWKKLV
own lids shut (fig. 5.27 )HHOLQJ IXOO FRQWDFW EHWZHHQ H\HV DQG VNLQ KH µVHHV¶ WKe 
sensual memories that he had earlier forgotten: a celebration of the intersensorial in 
which the bipolarity suggested by visibility and invisibility is again undermined, as 
the complex values of intersensorial vision ± a mode of seeing that can take place 
even with eyes wide shut ± are affirmed. 
Connor describes intersensoriality to be a cultural condition: 
 
what living in a culture offers is not just a static consortium of the senses, 
disposed like a molecular structure in a particular configuration, but rather a 
field of possibility, a repertoire of forms, images and dreams whereby 
reflection on the senses can take place. Intersensoriality is the means by which 
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this is enacted. Cultures are sense-traps; which bottle and make sense of 




LQYLVLEOH ERG\¶V H[SHULHQFH LQ The Lord of the Rings is an intersensorial encounter 
through which is stimulated possibilities of extra-visual seeing that are thus proposed 
as viable alternatives to the ocularcentric attitude. Such alternatives express 
something of the access that cinema can provide for its audiences: to modes of 
viewing that are of the intersensorial eye, and through which the visual ± despite, or 
perhaps because of the prevailing cinematic entry into the audiovisual ± is inflected 
by a diversity of peripheral cultural and sensory H[SHULHQFHV 5DWKHU WKDQ µGHILQH
YLVLRQLQVRPHXQLILHGLIQRWHVVHQWLDOLVWZD\¶0LHNH%DODUJXHVWKDWµGLIIHUHQWLDWLQJ
modes if not kinds of vision ± multiplying perspectives, proliferating points of view ± 
may be a more useful strategy for examining the ideological, epistemological, and 
representational implications of dominating modes of vision, including their illusory 
PRQRSRO\¶84 The Lord of the Rings¶FHQWUDOPRWLIRIHPERGLHGLQYLVLEility, with all its 
peculiarities, expresses an intense condition of multisensory, intersensorial character; 
and its symbiotic partner, for each are bound to each other, is the disembodied eye of 
Sauron, though the latter does not represent vision so much as the mono-sensory 
monopoly of the ocularcentric. The elevation, away from the earth, of this immobile 
eye compounds its lack of corporeal components, contrasting it even further with 
)URGR¶VHDUWKERXQGLQWHUVHQVRULDOYLVLRQAs will be shown in Part Three, it is in the 
LQYLVLEOHERG\¶VH[SUHVVLRQDPLGVWHQYLURQPHQWDODQd topographical frameworks that 
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Three: The Sensory Landscapes of Invisibility 
 
The matter of enworldment 
Many writers have remarked upon the diverse representations of landscape and 
environment in The Lord of the Rings films,85 EXWLWLVWKHWULORJ\¶VFLQHPDWLFPDSSLQJ
of a multifarious sensory landscape with which I am concerned in this section, and it 
is the invisible body that serves as port of entry to this scheme. As already discussed, 
when Frodo¶V body becomes invisible, his environment is augmented. As I will 
demonstrate, the invisible realm thus becomes an extension of the invisible body, 
expressing concepts of enworldment implicit within ordinary sensory functioning. 
As a topographical metaphor, the ruined watchtower at Weathertop ± the 
setting in which this chapter began ± introduces the atmospherics of the invisible 
landscape: the cold palette and tormenting winds exacerbating the sense of 
meteorological intensity inherent in the location and so illustrating a dynamic eco-
system of sensation. For Tim Ingold, weather, particularly in its extreme 
PDQLIHVWDWLRQVµLVQRWVRPXFKDQREMHFWDVDPHGLXPRISHUFHSWLRQ¶86 He writes: 
 
our experience of the weather, when out of doors, is invariably multi-sensory. 
It is just as much auditory, haptic and olfactory as it is visual; indeed in most 
practical circumstances these sensory modalities cooperate so closely that it is 
impossible to disentangle their respective contributions. Thus we can normally 
see what the weather is like only because we can hear, feel and smell it too.87 
 
7KHZHDWKHURI WKH LQYLVLEOH UHDOP WKHQ LV VXFKD µPHGLXPRISHUFHSWLRQ¶ WKURXJK
which WKHDXGLHQFHWKURXJKDXGLRYLVXDOPHWDSKRULVJLYHQDFFHVVWR)URGR¶VH[WUHPH
internal experience. As a metaphor for the senses, the notion of weather suggests both 
the shifting interrelations between sensory modalities that can be understood in 
intersensoriality, but also the shifting of understandings of sensory functioning, and 
the delicate and changeable cultural nature of sensory formations. 
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The environmental themes of The Lord of the Rings are extended in the dark 
ODQGVFDSHV RI 0RUGRU µZKHUH WKH VKDGRZV OLH¶. When, looking to gain access to 
Mordor, Frodo and Sam (Sean Astin) slide down a hill opposite the Black Gate, their 
presence is noticed as a cloud of dust against the barren hillside (fig. 5.28). With 
6DP¶VERG\OLWHUDOO\HPEHGGHGLQWKHODQGVFDSHDQGWZRVROGLHUV± whose keen eyes 
alone are visible beneath their armour ± approaching to investigate, Frodo throws his 
Elvish cloak ± DFDPRXIODJHGHYLFHWKDWFDQµVKLHOG\RXIURPXQIULHQGO\H\HV¶± over 
both of the hobbits (fig. 5.29). Despite standing directly over the halflings, the 
VROGLHUVVHHQRWKLQJZKLOHWKHKREELWV¶own viewpoint is tempered through the fabric 
of the cloak (fig. 5.30). From the outside, the two hobbits appear as just another rock 
in the landscape (fig. 5.31). This sequence demonstrates the extent of the connection 
between invisibility and environmental immersion, and such conditions are only 
intensified the more Frodo is himself immersed amidst the landscapes of Mordor. The 
ZHDWKHU RI 0RUGRU DV ZH DUH UHPLQGHG µLV QRW WKH ZHDWKHU RI WKH ZRUOG¶ DQG Whe 
closer Frodo comes to the great eye, the more his body and mind seem oriented 
towards the condition of invisibility, stumbling as if enveloped in the tumultuous 
atmospheres of the invisible. At the climax of The Lord of the Rings, amidst the 
volcanic climate of the Crack of Doom, the atmospherics of the invisible realm, 
SUHYLRXVO\ RQO\ UHFRJQLVHG DV SHUWDLQLQJ WR )URGR¶V VXEMHFWLYH SV\FKRSK\VLFDO
experience, are externalised, enveloping the visible Frodo (fig. 5.32).  
'XULQJ )URGR¶V WUDYHUVLQJ RI WKH ODQGVFDSH RI 0RUGRU WKH HQYLURQPHQW
becomes, then, an outer manifHVWDWLRQRI)URGR¶VLQWHUQDOVWUXJJOHVIXUWKHUEUHDNLQJ
down the dichotomy between invisible and visible through a collapse of inner and 
outer space. Such expressions of psychic, physical and environmental sensory 
entanglement have been described by some scholars DV µHQZRUOGPHQW¶ RU
µHPSODFHPHQW¶Often engaging with Merleau-3RQW\¶VGHILQLWLRQRIµIOHVK¶DVneither 
µmatter¶, µmind¶ QRU µsubstance¶ µD general thing, midway between the spatio-
WHPSRUDO LQGLYLGXDODQGWKHLGHDDVRUWRILQFDUQDWHSULQFLSOH¶ such definitions take 
up Merleau-3RQW\¶VTXHVWLRQ: µ:KHUHDUHZH WRSXW WKH OLPLWEHWZHHQ WKHERG\DQG
WKH ZRUOG VLQFH WKH ZRUOG LV IOHVK"¶.88 For Peter Koestenbaum, writing in 1978, 
enworldment extends from embodiment in describing an encounter in which µRQH
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H[SHULHQFHV QRW RQO\ D FRQQHFWLRQ ZLWK WKH ERG\ EXW ZLWK WKH HQYLURQLQJ ZRUOG¶89 
David Abram, writing in 1996, likewise locates the sensorium amidst the 
environmental: 
 
As we become conscious of the unseen depths that surround us, the 
inwardness or interiority that we have come to associate with the personal 
psyche begins to be encountered in the world at large: we feel ourselves 
enveloped, immersed, caught up within the sensuous world. This breathing 
landscape is no longer just a passive backdrop against which human history 
unfolds, but a potentized field of intelligence in which our actions 
participate.90 
 
In such a scheme, there is an encroaching onto and into the sensorium of the 
environmental conditions of the landscape. TKHGHVLJQDWLRQRIµ0LGGOH(DUWK¶, in this 
way, can be understood to signify the environment as a medium that further 
interrelates the already blurred categories of mind and body. 
'HILQLQJHQZRUOGPHQWDVµHPSODFHPHQW¶, for Howes, µthe emergent paradigm 
of emplacement suggests the sensuous interrelationship of body±mind±HQYLURQPHQW¶
while WKH µcounterpart to emplacement is displacement, the feeling that one is 
KRPHOHVV GLVFRQQHFWHG IURP RQH¶V SK\VLFDO DQG VRFLDO HQYLURQPHQW¶.91 As already 
demonstrated, the sense of emplacement emerges IURP )URGR¶V H[SHULHQFHV RI WKH
landscapes of invisibility, which serve as a confluence within which the body, the 
mind and the environment come into a sensuous interrelationship. However, there is 
FOHDUO\DVHQVHLQZKLFK)URGR¶VH[SHULHQFHLVDOVRRQHRf displacement, specifically 
through displacement from the established sensory order. The invisible landscape, 
therefore, emerges as a disorientating topography that both jars with conventional 
sensory paradigms whilst simultaneously bringing the invisible body into a potent 
connectivity with its environment. 
 
Sensory mapping and the onscreen invisible body 
At the conclusion of The Fellowship of the Ring, Frodo is chased by his companion 
Boromir, who wishes to seize the ring, their earthy cloaks providing some measure of 
integration with the surrounding woodland setting.  Frodo puts on the ring and 
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GLVDSSHDUV FRPSOHWHO\ HYDGLQJ KLV DVVDLODQW¶V JUDVS before absconding, in the one 
instance of his mobility in invisibility, his escape made evident as he disturbs the 
bough of a felled tree. As Boromir calls his name in vain, a transition is made ± linked 
E\ %RURPLU¶V FULHV ± WR WKH LQYLVLEOH )URGR¶V HQYHORSPHQW DPLGVW H[WUD-visual 
atmospheres, once more made manifest as tumultuous audiovisual textures. 
Ascending a flight of stoQHVWHSVWRKLGH)URGR¶VEDUHfeet become indistinct as they 
merge with the monochrome environment in which his body is immersed (fig. 5.33). 
As Frodo looks in the direction of Mordor, the distant tower of Sauron is suddenly 
brought unnaturally close, as a rush zoom closes in on the base of the tower, before 
VKLIWLQJ WR EHFRPH D WUDFNLQJ VKRW XS WKH WRZHU¶V VLGH 2Q DUULYDO DW LWV XSSHUPRVW
SDUWWKHJUHDWEXUQLQJH\HGRPLQDWHVWKHLPDJHDQGWKHGLVFRUGDQWµEODFNVSHHFK¶FDQ
be heard (fig. 5.34). With his gaze locked and entangled with that of the eye, Frodo 
slips backwards, tumbling through the air as he falls out of invisibility, reappearing in 
mid-air before his tensed and disoriented body hits the ground with a jolt (fig. 5.35). 
What is not made explicit in this sequence, but that is nevertheless carried over 
IURP7RONLHQ¶VWH[W LV WKDW WKLVVXSHUQDWXUDOO\WHOHVFRSLFYLHZLQJH[SHULHQFHLVERWK
HQJHQGHUHG E\ WKH VLWH LWVHOI DQG H[DFHUEDWHG E\ )URGR¶V LQYLVLELOLW\ 7RONLHQ
describes this location ± µDFUXPEOLQJEDWWOHPHQW¶WKDW)URGRVHHVµDVWKURXJKDPLVW¶
± DVµWKH6HDWRI6HHLQJRQ$PRQ+HQ WKH+LOORIWKH(\H¶RQZKLFKWKHLQYLVLEOH
Frodo¶V GLVRULHQWHG VXEMHFWLYLW\ LV OLWHUDOO\ reoriented as he looks µinto wide 
uncharted lands, namelHVVSODLQVDQGIRUHVWVXQH[SORUHG¶92 
 
At first he could see little. He seemed to be in a world of mist in which there 
were only shadows: the Ring was upon him. Then here and there the mist gave 
way and he saw many visions: small and clear as if they were under his eyes 
upon a table, and yet remote. There was no sound, only bright living images. 
7KH ZRUOG VHHPHG WR KDYH VKUXQN DQG IDOOHQ VLOHQW >«@ 7KLWKHU HDVWZDUG
XQZLOOLQJ KLV H\H ZDV GUDZQ >«@ 'DUNQHVV OD\ WKHUH XQGHU WKH 6XQ )LUH
glowed amid the smRNH >«@7KHQDW ODVWKLVJD]HZDVKHOG >«@KHVDZLW
Barad-dûr, Fortress of Sauron. All hope left him. 
And suddenly he felt the Eye. There was an eye in the Dark Tower that 
did not sleep. He knew that it had become aware of his gaze. A fierce eager 
will was there. It leaped towards him; almost like a finger he felt it, searching 
for him. Very soon it would nail him down, know just exactly where he was. 
>«@ )RU D PRPHQW >«@ KH ZULWKHG WRUPHQWHG 6XGGHQO\ KH ZDV DZDUH RI
himself again. Frodo, neither the Voice nor the Eye: free to choose, and with 
one remaining instant in which to do so. He took the Ring off his finger. He 
was kneeling in clear sunlight before the high seat. A black shadow seemed to 
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pass like an arm above him; it missed Amon Hen and groped out west, and 
faded. Then all the sky was clean and blue and birds sang in every tree.93 
 
7KH WHUP µVHDW RI VHHLQJ¶ KHUH ORFDWHV VLJKW DV D SK\VLRORJLFDO EXW DOVR DV D
topographical experience, certifying the experience of vision to be both embodied and 
emplaced. If the ruined watchtower of Weathertop is a materialisation of a radical 
shift in visual practice, this alternative and very functional viewing platform is one 
that imagines vision as a site of sensation that is part of a dynamic topographical 
scheme. While tKHILOP¶VFKLHIadjustment to the above passage ± the presence of a 
deranged sonic register ± further muddies the edges of mono-sensory experience, the 
exaggerated zoom and track H[WHQGWKHWRSRJUDSKLFDOIOXLGLW\RI7RONLHQ¶VSURVHHYHQ
while certifying this to be a particularly cinematic mode of viewing, and the vantage 
SRLQWIURPEHKLQG)URGR¶VVKRXOGHUIXUWKHU implies a cinematic encounter: a cinema 
of sensory mapping. 
 
Mapping the cinematic sensorium 
In A Thousand Plateaus, Gilles Deleuze anG )pOL[ *XDWWDUL DVVHUW WKDW D µPDS KDV
PXOWLSOHHQWU\ZD\V¶ 
 
The map does not reproduce an unconscious closed in upon itself; it constructs 
the unconscious. It fosters connections between fields, the removal of 
blockage on bodies without organs, the maximum opening of bodies without 
organs onto a plane of consistency. It is itself a part of the rhizome. The map is 
open and connectable in all of its dimensions; it is detachable, reversible, 
susceptible to constant modification. It can be torn, reversed, adapted to any 
kind of mounting, reworked by an individual, group, or social formation. It 
can be drawn on a wall, conceived of as a work of art, constructed as a 
political action or as a meditation. Perhaps one of the most important 
characteristics of the rhL]RPHLVWKDWLWDOZD\VKDVPXOWLSOHHQWU\ZD\V>«@94 
 
Extending this formulation in relation to the cinema, Giuliana Bruno makes reference 
WRWKLVSDVVDJHFRQWHQGLQJWKDWµ>W@KLVPDSFDQHDVLO\EHUHGHVLJQHGRQDZKLWHVFUHHQ
± indeed, as D ILOP VFUHHQ¶95 In this way, I would argue that the conjunction of 
cinematic experience with the topographical metaphors of sensory mapping in The 
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Lord of the Rings provide a rhizomatic structure through which an erosion of 
established sensory hierarchies takes place, providing ways of rethinking the 
sensorium through the cinematic encounter. 
At the volcanic Crack of Doom, Frodo struggles with destroying the ring, but 
ultimately puts it on and disappears for a fourth and final time (fig. 5.36). The film 
audience is not privy to this last experience of invisibility, an exclusion that owes 
VRPHWKLQJWR)URGR¶VORVVRIFRQWUROKHLVQRWKLPself, having finally succumbed to 
the corrupting influence of the great eye, which now FRPHV WR IRFXV RQ )URGR¶V
invisible presence. At this moment, invisibility ± and its affordance of intersensorial 
possibilities ± is reduced to nothing more than a condition of the visual. This brief 
moment ends as Gollum attacks Frodo, taking the ring and falling into the lava below, 
where the ring is destroyed, causing the tower of Sauron to collapse, the great eye to 
explode, and the volcano ± another fiery eye ± WR HUXSW 7KH µ&UDFN¶ VHUYHV DV D
topographical metaphor that makes literal the division between embodied subjectivity 
and the world, and the divisions between the senses. As the crack overflows, the 
volcano begins imploding and its terrain comes to resemble no longer a fixed point, 
but a flowing network of interconnected islandsUHVRQDWLQJZLWK6HUUHV¶VFRQFHSWLRQ
of the sensorium as constitutHG E\ LVODQGV HDFK VHQVH RUJDQ D µILHU\ FHQWUH¶ WKDW
PDNHVXSDµWHHPLQJFRPSOH[RIVHQVDWLRQV¶(fig. 5.37).96 This challenging landscape 
expresses the complication of divisions between the senses, and the beginnings of an 
intersensorial economy of sensation. It is the institution of a rhizomatic network and 
an assertion of the rhizome as a structuring principle of the sensorium. What appears 
to be an ending is actually a new beginning, as an extended cinematic fade to black is 
penetrated by light, just as the dark atmosphere of Mordor is penetrated by sunlight. 
What emerges from the light are giant eagles, gliding above the flowing lava, who 
WHQGHUO\OLIWWKHKREELWV¶ERGLHV, ferrying them through the air, weightlessly, an escape 
IURP)URGR¶VSDLQKLVK\SHraesthetic torment, and a lifting of his burden. As the shot 
of the weightless Frodo now fades to white, there can be observed the beginnings of a 
revised visuality, an intersensorial, enworlded visuality. 
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Conclusion 
 
The opening narration of The Lord of the Rings, spoken against a featureless black 
background, articulates a declaration of a subtle and multisensory experience of the 
HQYLURQPHQWµ7KHZRUOGLVFKDQJHG,IHHOLWLQWKHZDWHU,IHHOLWLQWKHHDUWK,VPHOO
LWLQWKHDLU¶7KLVVSRNHQDVVHrtion of change is articulated in multisensory terms with 
WKH µIHHO¶ DQG µVPHOO¶ RI HQYLURQPHQWDO HOHPHQWV H[SUHVVHG VLPXOWDQHRXVO\ LQ
RYHUODSSLQJGXDOODQJXDJHVRI(QJOLVKDQG(OYLVK,QZULWLQJRIµWKHVHQVHVERWKDVD
relationship to a world and the senses as in themselves a kind of structuring of space 
DQG GHILQLQJ RI SODFH¶97 3DXO 5RGDZD\ REVHUYHV WKDW WKH µDPELJXLW\ RI WKH WHUP
³VHQVH´± referring to specific sense organs (sensation) and broader mental constructs 
(meaning) ± is also a relationship between the immediate experience and metaphorical 
H[WUDSRODWLRQ¶98 For Serres, similarly, the word sensible µKDVDPHDQLQJVLPLODUWRWKDW
of other adjectives with the same ending. It indicates an always possible change in 
PHDQLQJ¶99 Emerging from the sensory metaphors of The Lord of the Rings are 
fluctuating sensory landscapes of modernity, and iQ WKHLU LQWHUPLQJOLQJ RI µERG\±
mind±HQYLURQPHQW¶100 the sequences in which the invisible body is visualised 
LOOXVWUDWH6HUUHV¶VFRQWHQWLRQWKDW 
 
the sensible is in general both the constant presence and fluctuation of 
changing circumstances in the crown or halo bordering our bodies, around its 
limits or edges, inside and outside our skin, an active cloud, an aura in which 
take place mixtures, sorting, bifurcations, exchanges, changes in dimension, 
transitions from energy to information, attachments and untying ± in short it is 
everything that connects a local and particular individual to the global laws of 
the world and to the manifold shifting of the mobile niche.101 
 
As this chapter has demonstrated, the disorienting experience of invisibility in The 
Lord of the Rings instigates a reconfiguration of sensory landscapes, providing a 
challenging ± and often jarring ± space into which the cinematic audience also enters. 
In this way, The Lord of the Rings expresses the contemporary cultural values of 
                                                 
97
 Paul Rodaway, Sensuous Geographies: Body, Sense and Place (London: Routledge, 2011), p.4. 
Italicised in original. 
98
 Rodaway, Sensuous Geographies, p.5. 
99




 Serres, The Five Senses, p.303. 
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shifting sensory formations, so extending the effects of a century of onscreen invisible 
bodies. 
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Fig. 5.1, The Lord of the Rings (Peter Jackson, 2001±2003) 




Fig. 5.2, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.3, The Lord of the Rings (Peter Jackson, 2001±2003) 




Fig. 5.4, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.5, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.6, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.7, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.8, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.9, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.10, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.11, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.12, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.13, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.15, The Lord of the Rings (Peter Jackson, 2001±2003) 
 
 
Chapter Five Illustrations  434  
 
 
Fig. 5.16, The Lord of the Rings (Peter Jackson, 2001±2003) 
 




Fig. 5.17, The Lord of the Rings (Peter Jackson, 2001±2003) 
 





Fig. 5.18, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.19, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.20, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.21, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.22, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.23, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.24, Die Nibelungen: Siegfried (Fritz Lang, 1924) 
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Fig. 5.25, The Lord of the Rings (Peter Jackson, 2001±2003) 
 





Fig. 5.26, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.27, The Lord of the Rings (Peter Jackson, 2001±2003) 
 
Chapter Five Illustrations  446  
 
 
Fig. 5.28, The Lord of the Rings (Peter Jackson, 2001±2003) 
 




Fig. 5.29, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.30, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.31, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.33, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.34, The Lord of the Rings (Peter Jackson, 2001±2003) 
 
Chapter Five Illustrations  453  
 
 
Fig. 5.35, The Lord of the Rings (Peter Jackson, 2001±2003) 
 
 





Fig. 5.36, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Fig. 5.37, The Lord of the Rings (Peter Jackson, 2001±2003) 
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Conclusion 
 
This thesis has explored the interconnections of the onscreen invisible body with a 
history of the senses, and in doing so has addressed the role of cinema amidst such a 
sensual atmosphere. Through an assemblage of five discrete though nevertheless 
interrelated chapters, this thesis has shown the category of the onscreen invisible body 
to be a unifying, though not uniform, one, the cultural presence of which manifests a 
multifarious expression of some of the diversities of modern sensory experience. In its 
embodiment, the matter of invisibility has largely emerged as a mode of disorder, and 
particularly a mode of sensory disorder: a provocation to conventional conceptions of 
a stable sensory order, necessarily implicating the sensorium in schemes of absence or 
lack, before insisting that such voids are filled with the stuff of the extra-visual.  
This recognition of the invisible body has been demonstrated to pose a 
challenge to producers and receivers of screen media alike, and, as has been shown, 
the processes of disorienting and reorienting that the presence of this figure demands 
provoke a generative unsettling of the work of screen media. Through its 
complication, in the first instance, of screen imagery, the invisible body, in its diverse 
incarnations, draws the cinematic audience away from being merely, or solely, a 
µYLHZHU¶RIVFUHHQPHGLDDQGKDV been shown to provoke a multisensory manner of 
cinematic reception and reflection. I shall now proceed by restating the conclusions 





In its investigation of Die Nibelungen: Siegfried, Chapter One saw the ways in which 
the onscreen invisible body served as both material reminder of the continued 
vulnerabilities of the apparently invulnerable body, while also demonstrating how the 
invisible body could become a mode of thought through which vision and tactility 
could sensuously intermingle. In this way, the chapter formulated an understanding of 
the capacity for cinema to extend beyond the visual, an extension through which the 
body of the film is foregrounded through the materiality of the invisible body. 
6LHJIULHG¶V LQYLVLEOH ERG\ WKHQ LQYLWHV LWV YLHZHUs into proximity with a mode of 
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thinking whose relationship with visual experience is challenging, and whose strange 
visualisation in cinema complicates any simple sensory distinctions. The sight of this 
invisible mouth, speaking, and this invisible hand, touching, work to upset 
assumptions of the primacy and potency of vision and the visual experience, primarily 
distal, promoting instead the value of a more proximal exchange. This first chapter 
began to describe an invisibility that is of the body, and that is of the sensual 
experience of the body ± RIRQH¶VEody and of the bodies of others ± and so began to 
answer the question: How are the senses made sense of, and how does an 
interrogation of cinematic depictions of invisible bodies assist in such an undertaking? 
&KDSWHU 7ZR¶V H[SORUDWLRQ RI WKH ±1951 cinema of invisibility 
demonstrated the extent to which the invisible body can be understood as a further 
expression of both a delicate sense of embodiment and of the disordering of the 
sensorium. In addressing particular aspects of the audiovisuality of the invisible body 
in the atmosphere of 1930s sound cinema, I showed the invisible body to function in 
terms of a synaesthetic manifestation through which individuated sensory 
demarcations are tested and complicated. This chapter in particular worked through an 
understanding of the invisible body as a model for a multifunctional sensorium: a 
figment of embodiment that challenges visual methods of definition. Shown in this 
chapter was the extent to which the visuality of sensory individuation ± the location of 
the five-sense model in conveniently visible locations of eye, ear, nose, mouth and 
hand ± has become an overly restrictive method through which the sensorium has 
been constructed in western culture, and how such a restrictive model has been 
challenged through the figure of the invisible body. 
Chapter Three identified the indecipherabilities and mistranslations at work in 
both the Predator and Star Trek series, in which interrelated screen technologies of 
radar, television, cinema and thermography intersect. The construction of an 
extraterrestrial register of invisibility was shown to test the capacities of a range of 
sensory media, so stimulating unconventional methods of mediating, and visualising, 
what might otherwise remain in the realm of the extra-visual. 7KHVH VHULHV¶
expressions of intermedial translations between the invisible and the visible 
demonstrated multimediality as a metaphor for multisensoriality, and the sensory 
µGLVWRUWLRQV¶WKDWfollowed in the wake of the alien invisible were shown to conjoin the 
sensory mechanisms of the body with those of screen media, articulating a prosthetic 
sensorium as an extension both away from, into and between multiple sensory 
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modalities. In relation to thiV WKHVLV¶ ZLGHU GLVFRXUVHV RQ LQYLVLELOLW\ WKH RYHUWO\
science-fiction contexts addressed in this chapter brought out the increasingly 
technological nature of the film medium, but also of the senses in contemporary 
society. Through analysis of anxious schemes of sensory technologisation, this 
chapter established the values of a post-Second World War sensorium in transition. 
Chapter Four provided an overview of the motif of the empty mirror in the 
invisible body cinema of the twentieth century, establishing such imagery to both 
represent a misrecognition of the self in addition to a qualification of specular self-
knowledge. In this way, the representational trauma of the invisible body was shown 
to mobilise the extra-visual sensorium and so promote a mode of understanding ± of 
the self and of others ± through multisensoriality. This chapter also established the 
extent to which the reconstruction and reconstitution of white heteronormative 
masculinity has relied on structures of invisibility, coming to focus on the cinematic 
interventions into social identity crisis enacted through Memoirs of an Invisible Man 
and Hollow Man. In unfolding their cinematic metaphors of invisibility, the fluxing 
invisible bodies of both these films were shown to motivate intersecting themes of 
spectatorship and self-reflection, desire and repulsion, encapsulating an anatomy of 
transgression, obscenity and disgust. Both films describe invisible bodies as zones at 
which the private matter of self-reflection comes into contact with the public matter of 
social intercourse, and the phenomenon of nausea expresses well the complexion of 
such a curdling, generating a complex texture of sensation and so recalling Merleau-
3RQW\¶VXQGHUVWDQGLQJRI WKHERG\DV µWKH IDEULF LQWRZKLFKDOO REMHFWV DUHZRYHQ¶. 
Matters of special visual effects that have been interrogated throughout the thesis 
were here addressed in terms of the digital imagery WKURXJK ZKLFK ERWK ILOPV¶
invisible protagonists are manifested, and that was shown to itself intensify matters of 
materiality, embodiment and sensation in the context of invisible body cinema. 
In its exploration of themes of hyperaesthesia, intersensoriality and 
enworldment in relation to the depiction of an invisible body in The Lord of the Rings 
trilogy of films, ChapteU )LYH FRQFOXGHG WKLV WKHVLV E\ HVWDEOLVKLQJ WKRVH ILOPV¶
construction of the invisible body to produce both an assault on, and alternatives to, 
WKHRVWHQVLEOHGRPLQDQFHRIWKHYLVXDOVHQVHLQZHVWHUQFXOWXUH7KHLQYLVLEOHERG\¶V
experience in The Lord of the Rings was shown to consist of an intersensorial 
encounter through which is stimulated possibilities of extra-visual seeing that are thus 
proposed as viable alternatives to the ocularcentric attitude. Such alternatives were 
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asserted to express something of the access that the cinematic mode can provide for 
its audiences: to modes of viewing that are of the intersensorial eye, and through 
which the visual ± despite, or perhaps because of the prevailing cinematic entry into 
the audiovisual ± is inflected by a diversity of peripheral cultural and sensory 
experiences. Chapter Five thus came to a detailed understanding of contemporary 
frameworks of multisensoriality, demonstrating the disorienting experience evoked in 
the depiction of embodied invisibility to instigate a reconfiguration of sensory 
landscapes, providing a challenging ± and often jarring ± space into which the 
cinematic audience also enters. In this way, The Lord of the Rings was shown to 
express the contemporary cultural values of shifting sensory formations, so extending 




Through the findings summarised above, my investigation has revealed the extent to 
which these fantastical invisible bodies are exemplary human ones: bodies whose 
operation at the edges of conventional sensory frameworks can be connected to 
contemporary cultural frameworks of sensory philosophy and understanding. This 
multifarious roster of invisible bodies has been shown as a unique representative of 
the shifting social and cultural character of the senses, and of the sensorium. In its 
outlining of a particular sensual history of modernity, this thesis has observed the 
cinematic mode to operate as a key mediating force in the generation of sensory 
comprehension. In expressing a category of invisibility that is a condition of the body, 
the cinema I have explored both evinces and interrogates relationships between the 
body and its image, and the recurrent rethinking of the nature and operations of the 
invisible body across the century of cinema has also been shown to generate a unique 
register through which to apprehend and appreciate the multisensory character of the 
cinematic mode, providing a key port of entry in relating ± and confusing ± the 
sensory operations of cinema with the sensory operations of the human body. 
All of the sequences I have discussed, in their negotiation of the matter of the 
invisible body, can be understood as sensory narratives whose defining features 
necessitate the unpicking of the complexities of sensory histories. It is notable that 
many of the secondary, non-invisible characters within these narratives are impelled 
to perform as detectives in their attempts to locate or verify the presence and nature of 
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the invisible body, and who are consequently provoked into reconfiguring their own 
systems of sensory understanding, and so their own sense of worldly relations. Just as 
WKHSUHVHQFHRI*HRIIUH\5DGFOLIIH¶V LQYLVLEOHERG\ LQ The Invisible Man Returns ± 
and the visible and invisible traces it generates ± invites the attentions of a curious and 
efficient detective, so too does it invite critical analysis. This thesis has performed just 
such a function: casting the critical cultural researcher as a multisensory detective, 
and suggesting the extent to which the objects of this study produce sensational 
cinematic encounters that necessarily make multisensory detectives of all those 
willing to enter into them. 
As this thesis has emphasised, throughout the history of cinema, the invisible 
body has so often been shown on screen to signify those difficult figures who persist 
in the peripheries of defined zones. Such a located body mobilises sensory blurs, gaps, 
crossovers, intersections and enfoldments, its unsettling character provoking also 
challenges to the edges of cinematic production, presentation and reception. In this 
way, the onscreen invisible body can be understood to generate a framework through 
which to contemplate the complexities of the sensorium, and that also affords 
opportunities to further interrogate interrelations and disconnections between and 
beyond systems of sensory organisation, mediation and interpretation. 
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